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INTRODUCTION 

Actors On Acting 


Students of theatrical art have long recognized the primacy of actors’ views on 
acting, but have bewailed the paucity of such materials There is a paradoxical 
fiction that actors, like magicians, have kept secret the intricacies of their craft, or 
that actors are entranced, intuitive creatures, somnambulists without recollection 
This volume undermines that fiction Actors have written cogently and excitingly 
about their work Here are substantial writings by actors on their art, material 
which follows neither the Baedecker to success nor the anecdotal formula but which 
goes to the heart of histrionic theory, technique, and practice It is our hope that 
this volume will serve the purpose of presenting functionally the literature of the 
player’s profession — a body of significant material which up to now has never been 
fully gathered 

Many difficulties have impeded the study of the actor as an artist Some of these 
are inherent in the actor’s craft An art that cannot be examined retrospectively, can 
not, it would seem, elicit from the artist himself or from the theatre enthusiast sen 
ous, considered discussion Actors themselves have been acutely conscious of the 
evanescence of their art Shakespeare, an actor turned poet, used this knowledge to 
build a beautiful metaphor, Life’s but a walking shadow, a poor player, That 
struts and frets his hour upon the stage, And then is heard no more ’ Garrick 
toyed with this thought in his prologue to The Clandestine Marriage “Nor Pen 
nor Pencil can the Actor save, The Art and Artist, share one common Grave ’ And 
John Gielgud has noted that ‘ nothing really matters except the actual momentary 
contact between the actor and audience which draws the play through its appointed 
action from beginning to end ” Although George Henry Lewes, the distinguished 
nineteenth century actor critic, refused to shed tears over the brevity of the actor s 
creation, pointing out that the actor frequently has greater contemporary fame than 
other artists, the transitory quality of acting is an important factor in histrionic anal 
ysis In the words of Lawrence Barrett, the actor * is forever carving a statue of 
snow ” 

The actor’s unique relationship to his medium, which is himself, challenges the 
much valued ideal of artistic objectivity His creation, the ambitious Macbeth, the 
jovial Rip Van Winkle, the harassed Father Day, frequently effaces the actor who 
has endowed the character with body and life, giving rise to the commonplace ob- 
servation that actors acquire personality only on the stage This identification with 
the role becomes a complex problem for the actor The dualism which sunders the 
personality of all artists operates most strongly on him In the words of Constant 
Coquelm, the actor * has his first self, which is the player, and his second self, which 
is the instrument ” Perhaps the central craft problem mulled over by generations of 
actors is the manner in which the first self as creator and the second self as creation 
are inter related Does the actor 4 shed real tears,” abandoning himself to the emo 
tions of the character? Or, as in Joseph Jefferson’s canon ‘ warm heart and cool 
head,” is the duality still sharp and dear at the moment of performance? 

Working constandy with his personal medium, the actor is always circum 
scribed by his humanity No matter how rigorous his training or how pliable his 
talents, he can never be mere day to be molded by the dramatist’s imagination Nor 
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can he be a marionette to be manipulated by the director s touch In the actor the 
conflict between verisimilitude and imaginative Action becomes sharpened Frankly 
an impersonator, one who assumes the personality of another, there is always an 
aura of illusion and unreality about him Yet his illusory art must present the 
likeness to truth which the audience in his particular era demands on the stage 
By artifice he must become the abstract and brief chronicles of the time 

For the actor as well as for the spectator the performance of yesterday cannot 
be completely re-created, and the performances of the past are completely lost At 
tempts to bring vanished acting to life through inductne research are frequently 
unsatisfactory, for the available sources are the animadversions of green room com 
patuons the adulation of matinee audiences, and the judgments of contemporaries 
And even the best of these sources, the comments of an astute and sensitive spec 
tator, can give us only the impression created by the actor or the impression the 
actor hoped to create, not the art itself 

Thus it is that most books about acting, some by actors themselves, have fallen 
into two categories There are the manuals with their usually rigid, schematized, 
and excessively practical approach, and the others, the voluminous anecdotal and 
descriptive memoirs and biographies dealing with the personality of individual 
actors None of these books is of great aid in attempting to study the methods of 
artistic creation m acting We long to know out of what mortar Garnet built 
his towering Lear, which inspired the epigram Bur Garrick s quite a different thing, 
Hes every inch King Lear, or out of what insight came Judith Anderson’s hor 
rendous cries m Medea — and what we get are schemes and stones The tantaliz 
ing questions surrounding artistic inspiration excite our curiosity about the way the 
actor tackled his job, what he wanted to do, and the techniques he used to accom 
plish his results The actor himself must answer these questions He alone can tell 
us what, why, and how If the words of poets, painters, and musicians are valuable 
for their disciplines, the words of the actor have special significance, for, during the 
moment of his creation on the stage, he is both the artist and the work of an 

Historical!) , the actor has been hampered in developing an aesthetic by the 
equivocal position of his art and by the vicissitudes of his social scatus In ancient 
Greece, where actors were persons of religious, social, and political weight, Aristotle, 
our spokesman for this period does not consider the study of delivery, in which 
the actor as well as the orator was involved, worthy of serious discussion When the 
Romans degraded the acting profession to an occupation for slaves, the luminaries 
Roscius and Aesop might earn great fame, but on the whole actors had no incentive 
to analyze their art The social stigma attached to actors by the Romans became, 
under the reign of the church, religious and moral cavil For more than a thou 
sand years, the mimes and jugglers who replaced actors during the drama-less 
Middle Ages were subjects of excoriation When the first great modern actors 
emerged during the Renaissance to be lauded like Burbage and Alle)n by both 
king and cobbler, when acting became a profession a trade, a quality, actons and 
acting troupes still required the protection of noblemen Even m the eighteenth 
and nineteenth centuries, when actors were no longer vagabonds but had become 
knighted gentlemen, intimations of immorality and vulgarity surrounded the pro- 
fession, and perhaps ever so faintly hover over it to this very day Given these 
circumstances, it is not surprising that apart from anecdotal memoirs, serious expo- 
sitions of acting b) early actors were basically concerned with moral justification of 
their activities, as was Thomas Hejnood in his Apology for Actors Later, when 

xi 
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that demand was less imperative, the actors become occupied with establishing the 
aesthetic validity of their art. 

Within these limits the actor still remains the best source of artistic insight and 
critical analysis of the problems of his craft These pages represent the first large 
scale attempt to assay the histrionic heritage Concrete clues to the actors’ theory 
and practice — widely scattered, sometimes added to memoirs only as an afterthought, 
or camouflaged by contemporary argument over style, at times intended as a per 
sonal defense against affront by critics or rival players — waited to be decoded like a 
Rosetta Stone made up of hundreds of yellowing tomes The extent, variety, and 
excellence of the material controvert the casual allegation that the examination of 
acting begins in our own era with Stanislavsky and Copeau The bulk of the se 
lections consists of discussions of acting theory and accounts of the preparation and 
interpretation of specific roles by celebrated actors These reflections and essays 
increase m number from the sixteenth century on The palmy days of the eigh 
teenth and nineteenth centuries provide the fullest and richest material, culminat 
mg in the profound thinking of the actor directors at the beginning of our own 
century 

Throughout this volume will be found the words of the actors themselves 
When a great actor has written nothing which bears directly on his craft, we have 
occasionally utilized the comments of an astute witness to help us approximate his 
methods From the birth of acting m ancient Greece to the Renaissance, actors left 
no direct written record, but their performances strongly influenced the art of ora 
tory, which up to the eighteenth century was doselv related to acting The earliest 
codified principles of public delivery leaned heavily on the art of Thespis Precepts 
for orators, thus derived in part from histrionic practice, were later erroneously 
adopted in toto by actors Although we have discarded the rhetoricians books as 
guides, they still reflect the practice of ancient actors and contain the roots of the 
actor’s tradition Of the many excellent theoreticians who were not actors, only a 
few who were of immediate historical importance or who had lasting influence ap 
pear m the following pages Although dramatic critics from the 1700 s on have 
made significant contributions to the exposition and analysts of acting, their work 
is for the most part outside the limits of this volume 

We have confined ourselves to the western histrionic tradition, which origin 
ated in Greece, some 2,500 years ago, with Thespis The expressive and complex 
art of the Orient therefore is not represented in this volume Essays have been selected 
with an eye to historical value and present-day interest Some appear here for the 
first time in English and several have been written especially for this volume Most 
of those players whose greatness has been unchallenged by time will be found here 
Some less celebrated actors who nevertheless contributed to histrionic theory also 
appear For the contemporary period we have tried to provide a representative 
sampling of the varied techniques and ideals of actors now working on the stage 
and screen, without cither excessively duphcaUng available material or passing final 
judgment on the actors or the art of our own time The living actor speaks to us 
from the stage, and it is worth noting that actors of the past usually recorded their 
views only at the end of long careers when leisure and experience made retrospective 
critical expression possible 

Selections have been arranged in chronological sequence to show the origins 
and growth of a tradition and in national groupings to reveal the unique tempera 
ment of each country Although it would be of interest to include actors of all 
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nations, space and the accessibility of material have limited us to those of greatest 
theatrical importance, or those who, in their time and place, were the springs and 
freshets which joined to become the mainstream of our theatrical culture The in 
troductions to each section suggest m outline the historical context of the achieve 
ment of the actors represented and the genesis of their ideals and practices In the 
biographical sketches the reader may find the more immediate personal background 
m the light of which the words of individual actors may be evaluated These notes 
attempt to recapture in brief their days of glory 

From the pages of this volume the cumulate e tradition of the art of acting 
becomes evident A historical continuity of ideals is also apparent, for, though the 
language of the writers changes, and as far as we can judge, the style of acting which 
they represent varied greatly, yet many of the standards which were upheld by the 
actor m ancient Greece, with only slight shifts in emphasis, are upheld today 

Certain basic preoccupations recur How does the actor transform himself? 
Some actors, following the precept of Plato, consign placers to intuition and inspire 
tion, others argue for carefully planned artifice, Stanislavsky and his disciples at 
tempt to perfect a method to create by will conditions favorable for the appearince 
of inspiration The personality of the actor is repeatedly examined To some he is 
a chameleon who assumes different forms, to others he always remains himself, 
imposing his individual identity on each character In the repertory systems of the 
past the actor’s performance of many and varied roles frequendy brought plaudits 
for his protean qualities, but an era of ‘ stars" perpetuates an interest in the unique 
traits of the individual actor 

The training prescribed for actors has taken varied forms When drama was 
poetry and heroic declamation, study of voice, diction, and enunciation were con 
sidered primary For the player of modern realistic drama, characterization and 
emotion have replaced vocal discipline When asked out of what material they 
construct their creations, actors have usually answered that they take from nature 
the effects used in their art For each historical period, however, “nature* has a 
different meaning To the eighteenth century nature was patterned, lofty, and 
heroic, during the late nineteenth century it was embodied in the petty details of 
daily existence, in the twentieth century it is a multiform expression of the contend 
ing concepts of the modern mind 

Repeatedly the question occurs Is the actor an original creator or docs he 
merely ernhodv the pLaywcujJat.s text anil vwi£\ the director’s perceptions 5 Kxcent 
for those periods when actors were themselves authors, as in ancient Greece, m the 
days of the commedta dell arte, or in Spam’s Golden Age, there has been a constant 
struggle between actor and author In the last fifty years the director has been 3n 
additional figure in the conflict Actors have been divided in their allegiance, some 
advocate the subordination of actor to dramatist, some range themselves with the 
acton* theatres, where the imagmauon of the player reigns, others, particularly in 
recent jean, have resigned themselves to be dements in an ensemble shaped by the 
regisrenr 

To these fundamental problems, actors, in their writing, have added the spe 
cial problems of their own day What shill the actor study? How shall he produce 
emotion, gesture, and visage appropriate to hts characters? How shall he create 
the “illusion of the first time in each performance 5 What happens to the actor 
m the long run hit 5 What becomes of hts craft when he turns from the stage to the 
screen? Shall the actor mimic life or transcend it 5 Is theatrical art fiction or reality 5 
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These varied questions are but a few of the many raised by actors when they con 
sidcr their art 

Votary, down, apprentice, buffoon, idol, and star — these are the guises in 
which the actor has appeared throughout the ages His playing has ranged from 
operatic recitative, verbal pyrotechnics, and mimic obscenities to restrained, natural 
istic reproduction of reality * Interpreter of interpreters, ’ he has borne the mark 
of inspired madness stamped on him by Plato 2,500 years ago His intensely per 
sonal creauons, wrought of the movements of his limbs, the grimace of his face, 
and the emotions of his heart, have too often been relegated to mystery and magic 
or reduced to arbitrary schematization Contrary to the traditional supposition that 
actors bury their secrets with themselves, here, as Shakespeare said, they ’ll tell all 
• • • • 

We wish to record our gratitude to the following libraries and their staffs who 
placed within our reach the ramified theatre literature on which this collection is 
based The Theatre Collection and Fifty Eighth Street Branch of the New York 
Public Library, the Brander Matthews Dramatic Museum and Library of Columbia 
University, the Yale, Harvard Toronto and Michigan university libraries, and the 
libraries of the American Russian Institute and the Museum of Modern Art 

We would like to thank here too, the many publishers who have granted us 
permission to quote and reprint from their publications 

To Stella Adler, Jose Ferrer, and Erwin Piscator we express our appreciation 
for articles which they wrote specifically for this book 

For making available to us material in their possession we wish to acknowledge 
our gratitude to the following individuals and institutions Jean Lows Barrault 
Eric Bendey, Helen Black, Emerson College, Professor Alfred Harbage, The His 
panic Society of America, Walter Huston, Alexander Knox, Howard Lindsay, 
Paul Meyer, Michael Redgrave, Ashton Stevens, and Professor Arthur Woehl 

We want also to thank Joseph M Bernstein for his expert translations from 
several languages, Bernard L Koten, David Pressman, and Helen Burlin for ren 
denngs of individual selections, and Mmc Elena Balieff, Eric Bendey, Ely Chinoy 
Mme Tamara Daykarhanova, Jay Leyda, Dr Kurt Pinthus, Henry Popktn, Lee 
Strasbcrg, and Dr Alfred Werner for information which has benefited this book 
And finally, for giving generously of his discriminating judgments and un- 
sparingly of his time and effort, we are immeasurably indebted to A M Krich 
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I. GREECE 

The Artists of Dionysus 

The histrionic tradition of the western world originated m Greece during the 
sixth century bc when the first significant step toward dramatic impersonation 
was taken Mimetic dance, recitation and song — component elements of acting — 
existed in most early civilizations As far back as 4000 b c the Egyptians may ha\e 
had dramatic religious performances m which actor priests worshipped the memory 
of the dead, and the Osiris Passion Play of a much later day (c 1887 bc) combined 
religious celebration and dramatic action In ancient Greece the basis for the dev el 
opment of both tragic drama and acting lay in the ecstatic dithyrambs, ritual choral 
dances honoring Dionysus, god of wine and fertility To the conventional musical 
narration by a chorus and a leader, Thespis, the first actor, introduced impersona 
tion From this innovation in Icana sometime in the first half of the sixth century 
b c emerged both drama and acting 

Thespis, functioning as actor and dramatist, encountered difficulties when he 
first brought his theatrical invention to Athens (c 560 bc) His impersonations 
were labeled dangerous deceptions by the Athenian lawgiver Solon In 535 bc, 
however, the tyrant Pisistratus introduced competitive performances of this decep- 
tive art at the Dionysian festival in Athens Thespis, now an old man, was crowned 
as the first victor Thereafter each spring at the City Dionjsia, great religious festi 
val in Athens, tragedies were acted in honor of Dionysus With the development 
and elaboration of these performances, which took the essentially Greek form of 
contests, the art of acting and the profession of the actor grew 

The contests for tragedy were held on the last three days of the festival, which 
included athletic competitions and recitations of dithyrambic verse A civic nutgis 
trate, the archon, selected among many applicants the three tragedians whose dramas 
were to compete for prizes Each of the chosen dramatists provided three tragedies 
and a satyr play, a lighter dramatic performance connected with the worship of 
Dionjsus The actors and dramatists who participated in this great civic and reli 
gious festival were looked upon as honored citizens of Athens 

In the earliest performances there was only one actor, usually the poet himself 
He was aided by the chorus and its leader, both of which remained essential ele 
ments in tragedy, as the) had been in the dithyrambic recitals Wearing a mask, 
the actor poet could impersonate several characters It was in this manner that 
Thespis probably performed When Aeschylus added a second actor, the profes 
sion of the actor became distinct from that of the poet The number of actors in 
traged), apart from the chorus and leader, was set at three when Sophocles added 
a third actor and diminished the importance of the chorus Why the number was 
limited to three and the exact manner in which this limitation affected the plajs 
and the performance of the actors are questions surrounded by doubt and specula 
tion What seems obvious is that there were no more than three mam speaking 
actors at an) one time on the stage, and that the three actors each played more than 
one role a practice which the use of the mask permitted 
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The three actors m each tragedy have traditionally been divided into protago- 
nist, deuteragomst, and tntagonist The protagonist, chosen by the state, played the 
major roles such as Oedipus or Electra, and probably assigned the remaining parts 
to the deuteragonist and the tntagonist In addition it was the protagonists alone 
who competed for prizes when contests for actors were introduced in 449 b c at the 
City Dionysia Frequently, too, a protagonist headed the Artists of Dionysus, the 
actors’ guild established in the fourth century This guild sought to preserve such 
religious and civic rights of theatre artists as exemption from military service and 
liberty to travel during time of strife The deuteragomsts probably took minor 
roles, and the tritagomsts, such as Aeschines, acted the parts of tyrants and mon 
archs in addition to speaking the prologues Protagonists were extremely jealous of 
their primary importance The actor Theodorus, for example, would not allow any 
other character to precede him on stage 

During the initial period of great dramatic writing m the fifth century, the 
poets dominated theatrical performances At first they acted in their own plays 
Both Aeschylus and Sophocles followed Thespis m the actor poet tradition They 
chose the other actors, who frequendy became associated with their plays Cleander 
and Myniscus, for example, were the players for Aeschylus, and Tlepolemus and 
Cleidemidcs acted for Sophocles In addition they trained the chorus Innovations 
in gesture and declamation therefore came largely from the poets in their triple role 
of dramatist, actor, and stage manager 

Gradually, as actors gained skill and prominence, they were distributed among 
the competing dramatists by the state, to prevent a poet from running off with 
laurels because of the excellence of his protagonist During the fourth century when 
literary creativeness in tragedy diminished, the actors replaced the poets in im 
portancc A century of great actors followed the century of great dramatists Seek 
mg attractive starring roles, the leading actors revived the tragedies of Aeschylus, 
Sophocles, and Euripides They were even accused of revising the great dramas in 
order to carve out meaty parts for themselves This practice was ended by the orator 
Lycurgus, who insisted that actors present the dramas in accordance with official 
texts deposited in the state archives To the fourth century, the age of Demosthe 
nes, belong the names of the famous Greek tragic actors, Neoptolemus, Thettalus 
Athenodorus, Polus, Theodorus, and Aristodemus 

The large stylized mask and the cothurnus, a thick soled boot, marked the 
physical appearance of the Greek tragic actor Although the origin of the mask is 
probably hidden in ancient religious ritual, it had important practical functions in 
the Greek theatre The exaggerated facial expressions of the mask, such as the blood 
stained and blinded image nf Ord^iiiiy suggested is gross oudme she iWunant 
features of the characters to the audience which gathered in the vast circular arena 
of the Greek theatre These theatres were huge, seating the many thousands of 
Greek citizens and foreigners who came yearly to witness the great religious festi 
\al The visual image of the actor and the chorus dominated the performances, 
for the slighdy elevated stage of the amphitheatre possessed no curtain and little 
by way of scenery The cothurnus raised the actor to more than normal height, 
making him seem larger than life The mask, both through its painted expression 
and through a mechanism which it probably contained for amplifying the actors 
voice, increased the awesomeness of the stage figure Since all the actors were men, 
women being unknown on the Greek stage, the mask permuted them to create 
female characters in an effective manner 
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The stylized appearance of the face and the increased size of the actor were not 
merely mechanisms for better audience vision, but graphic embodiments of the leg 
endary heroes and m)thological characters impersonated in Greek tragedy In the 
portrayal of Agamemnon, Oedipus, or Ajax, these devices undoubted!) aided the 
natural equipment of the actor 

We may well ask what were the natural talents that the Greek actor brought 
to his art One quality appears most important — the expressive, well trained voice. 
Most of the comments in Greek literature about acting or specific actors stressed 
the voice as characteristic of the effective actor Aristotle defined acting as ‘the 
right management of the voice to express the various emotions ’ Demosthenes who 
according to Plutarch was trained by the actor Satjrus, indicated that the admirable 
actor was “splendid in voice and perfect in memory” The catalogue of vo^il cx 
prcssion recorded in the Onomasticon of Pollux, a Greek grammarian of the second 
century ad, further emphasized the primacy of the voice in Greek acting Poetic 
and opcrauc qualities in Greek tragedies demanded that the actor be able to sing as 
well as recite verse Not only musical training of the voice in the manner of singers, 
hut detailed study of enunciation, timing, and rhythmic perfection were required 
Greek audiences, accustomed to musical and poetic performances in their religious 
ceremonies, were critical and exacting Indeed, the very size of the open air theatres 
made the "right management” of the voice a basic requisite for good acting 

Wc know little of the gestures and stage movements used by the Greek actor, 
but given their rather burdensome costume and mask, we can assume that the cx 
prcssivcncss of the actor depended m part on full body postures and articulate hand 
movements The emotional verisimilitude aimed at and attained b) the Greek 
actor is difficult to gauge The famous incident concerning the actor Po'us who 
used the ashes of his own dead son to arouse emotion in his portrajal of Elcctra, 
provides us with an archetypal story of the actor’s personal identification with the 
character he ts presenting 

Several scholars have attempted to divide the history of Greek acting into three 
periods The first penod, associated with Acsch)lus, Sophocles, and their a tors in 
the fifth century, was one of dignified, restrained, and statuesque acting In the 
fourth centur), a middle period of more natural and human acting was represented 
by the names of Polus, Anstodemus, Neoptolemus, and Theodorus The final 
Hellenistic period was one of decline in which acting was marked by crass imita 
tion of nature and vocal tricks Although there is little evidence to support these 
elaborate divisions, apart from a brief comment b> Aristotle, it seems like!) that the 
vtvlc of acting varied as the tone of tragic dramas changed from the serenity of 
\ereh)tus and the grandeur of Sophocles to the more realistic human emotions 
presented by Euripides 

We know less of Greek comic actors and their art than of the tragic acton 
The) too acted at religious festivals, particularlv the winter celebration Lenaea ar 
winch comedies were lirgcl) performed Comedy first came under state control in 
•^6 jc, and a contest for comic actors was established at the Lenaea around -122 
t c. Earl) comic performers wore exaggenred grotesque masks, anti their pa Med 
costumes were marked bv the obvious pendant phallus, recalling tic origin of 
comedv in phallic songs chanted to Dionysus Their art was a popular an! fre 
quentl) vulgar one, utilizing, for examp’e, such tncks as the comic actor Parrie 
rum’s imitation of a pig In th- O d Conwdy of A rump banes, during th- Greek 
democracy, thar acting svas pmbab!) live!), bawd), and unratra ned Comic a-tirg 
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undoubtedly became more refined and natural in the so called New Comedy ct 
Menander which dealt with the problems and intrigues of everyday life 

No detailed discussion of the art of acting in ancient Greece remains for us to 
investigate, no manual of voice and gesture such as we find in later periods The 
actors themselves left no record of their approach to their art, and theorists, who 
were beginning to formulate the principles of dramaturgy, had not yet turned to 
analyze acting as an independent art The methods and ideals of the Greek actors 
must therefore be deduced from such sources as Plato’s comments on imitation and 
inspiration or from Aristotle’s remarks on poetry and rhetoric, two arts closely 
related to acting in ancient times Plutarch, writing when the great age of Greek 
theatre was long since over, discussed the relationship of art and nature in theatrical 
presentations Still later, in the second century ad, the Greek grammarian Pollux 
preserved a listing of masks and of vocal tones which were utilized by the Greek 
actor Anecdotes about actors and acting recorded by both Greek and Roman writ 
ers shade the dim oudme for a picture of the artists of Dionysus 

PLATO 

(429 347 b c ) 

The celebrated Athenian philosopher Plato was never directly concerned with 
acting, but some of his brief comments on this art provided later writers with dasst 
cal precedent for their opinions The discourse on imitation in the Republic with 
its description of superficial realistic imitations, led Plato to condemn pantomimic 
art along with his general condemnation of poets, who were to be driven from the 
ideal republic Renaissance opponents of the theatre frequently utilized Plato’s argu 
ment against actor s and theatre 

The * Ion,” a dialogue analyzing the art of the rhapsode, the reciter of poetry, 
is the source of the recurrent opinion that poets and their interpreters are inspired, 
mad beings, carried away by the subject of their inspiration The Socratic question 
mg in the dialogue draws the conclusion that the rhapsode, like the actor, works 
only on the basis of inspiration without rules of art This relegation of acting to 
divine inspiration has been used both to elevate the position of the actor and at the 
same time to insulate his creations from subjection to artistic rules The concept of 
the actor as an inspired, intuitive interpreter appears again and again in the history 
of acting and accounts in part for the slow development of systematic theories of 
acting 


On Inspiration 

Socrates Welcome, Ion Are you from your native city of Ephesus? 

Jov No, Socrates, but from Epidaurus, where I attended the festival of Asdepius 
Socrates And do the Epidaunans have contests of rhapsodes at the festival? 

Ion O yes, and of all sorts of musical performers 

Socrates And were you one of the competitors — and did you succeed? 

Ion I obtained the first prize of all, Socrates 


Plico "Ion," Tht Dislogati tnrulaied by Benjimm Jowett London Oxford UniTtnif 
Presi 1192, Volume I, pp 497 J04 
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Socrates I often envy the profession of a rhapsode, Ion, for you ha\c always to 
wear fine clothes, and to look as beautiful as you can is a part of your art. Then, 
again, you are obliged to be continually in the company of many good poets, and 
especially of Homer, who is the best and most divine of them, and to understand 
him, and not merely learn his words by rote, is a thing greately to be envied 
And no man can be a rhapsode who does not understand the meaning of the 
poet For the rhapsode ought to interpret the mind of the poet to his hearers, 
but how can he interpret him well unless he knows what he means? All this is 
greatly to be envied 

Ion Very true, Socrates, interpretation has certainly been the most laborious part 
of my art, and I believe myself able to speak about Homer better than any man 

Socrates Then, my dear friend, can I be mistaken m saying that Ion is equally 
skilled m Homer and m other poets, since he himself acknowledges that the same 
person will be a good judge of all those who speak of the same things, and that 
almost all poets do speak of the same things? 

Ion Why then, Socrates, do I lose attention and go to sleep and have absolutely 
no ideas of the least value, when anv one speaks of any other poet, but when 
Homer is mentioned, I wake up at once and am all attention and have plenty 
to say? 

Socrates The reason, my friend, is obvious No one can fail to see that you speak 
of Homer without any art or knowledge If you were able to speak of him by 
rules of art, you would have been able to speak of all other poets, for poetrv is 
a whole 

Ion Yes 

Socrates And when any one acquires any other art as a whole, the same may be 
said of them Would you like me to explain my meaning, Ion > 

Ion Yes, indeed, Socrates, I very much wish that you would, for I love to hear 
you wise men talk 

Socrates O that we were wise, Ion, and that you could truly call us so, but 
you rhapsodes and actors, and the poets whose verses you sing, are wise, whereas 
I am a common man, who only speak the truth For consider what a very com 
monplace and trivial thing is this which I have said — a thing which any man 
might say, that when a man has acquired a knowledge of a whole art, the enquiry 
into good and bad is one and the same 

fov I ctiTitui ucny fviV.iL jvjli ssy, Snccstcs A T e? or thekss 1 sm ennsemus in my mm 
self, and the world agrees with me in thinking that I do speak better and have 
more to say about Homer than any other man But I do not speak equally well 
about others — tell me the reason of this 

Socrates I perceive, Ion, and I will proceed to explain to you what I imagine to be 
the reason of this The gift which you possess of speaking excellently about 
Homer is not an art, but, as I was just saying, an inspiration, there is a divinity 
moving you, like that contained in the stone which Euripides calls a magnet, but 
which is commonly known as the stone of Heradea This stone not only attracts 
iron rings, but also imparts to them a similar power of attracting other rings, 
and sometimes you may see a number of pieces of iron and nngs suspended from 
one another so as to form quite a long chain, and all of them derive their power 
of suspension from the original stone In like manner the Muse first of all in 
spires men herself, and from these inspired persons a chain of other persons is 
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suspended who take the inspiration For all good poets, epic as well as lyric, com 
pose their beautiful poems not by art, but because they are inspired and possessed 
And as the Corybantian revellers when they dance are not in their right mind, 
so the lyric poets are not in their right mind when they are composing their 
beautiful strains, but when falling under the power of music and metre they arc 
inspired and possessed For the poet is a light and winged and holy thing, and 
there is no invention m him until he has beeh inspired and is out of his senses, 
and the mind is no longer in him when he has not attained to this state, he is 
powerless and is unahle to utter his oracles Many are the noble words in which 
poets speak concerning the actions of men, but like yourself when speaking about 
Homer, they do not speak of them by any rules of art they are simply inspired 
to utter that to which the Muse impels them And you rhapsodists are the in 
terpreters of the poets ? 

Ion There again you arc right 

Socrates Then you arc the interpreters of interpreters P 
Ion Precisely 

Socrates I wish you would frankly tell me, Ion, what I am going to ask of you 
When you produce the greatest effect upon the audience in the recitation of some 
striking passage are you in your right mind ? Are you not carried out of your 
self and docs not your soul in an ecstasy seem to be among the persons or the 
places of which you are speaking 

Ion That proof strikes home to me, Socrates For I must frankly confess that at 
the tale of pity my c>es are filled with tears, and when I speak of horrors, my 
hair stands on end and my heart throbs 

* • • • 

Socrates And are you aware that you produce similar effects on most of the 
spectators? 

Ion Only too well for I look down upon them from the stage, and behold the 
various emotions of pity, wonder, sternness stamped upon their countenances 
when I am speaking 

Socrates Do you know that the spectator is the last of the rings which as I am 
saying receive the power of the original magnet from one another? The rhap 
sode like yourself and the actor are intermediate links, and the poet himself is 
the first of them Through all these the God sways the souls of men in any direc 
Uon which he pleases, and makes one man hang down from another And 
every poet has some Muse from whom he is suspended and by whom he is said 
to be possessed the greater number arc possessed and held by Homer Of 
whom Ion, you are one and are possessed by Homer for not by art or knowl 
edge about Homer do you say what you say, but by divine inspiration and by 
possession 

On Imitation 

We must come to an understanding about the mimetic art — whether the 
poets, in narrating their stones are to be allowed by us to imitate and if so, whether 
in whole or in part, and if the latter, m what parts, or should all imitation be 
prohibited ? 

Pino Tit Republic translated by Benjam n Jo*ett. New York Modern Library Random 
House Book 111 Number J97 pp. 9A 99 
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^ ou mean, I suspect, to ask whether tragedy and comedy shall be admitted 
into our State? 

Yes, I said but there may be more than this m question I rcilly do not know 
as yet, but whither the argument may blow, thither we go 
And go we will, he said 

Then, Adeimantus, let me ask you whether our guardians ought to be ina: 
tators, or rather, has not this question been decided by the rule already latd down 
that one man can only do one thing well, and not many, and that if he attempt 
many, he will altogether fail of gaming much reputation in any? 

Certainly 

And this is equally true of imitation, no one man can imitate many things as 
well as he would imitate a single one? 

He cannot. 

, Then the same person will hardly be able to play a serious part in life, and at 
the same time to be an imitator and imitate many other parts as well, for even when 
two species of imitation are nearly allied, the same persons cannot succeed in both, 
as, for example, the writers of tragedy and comedy— -did you not just now call them 
imitations? 

Yes, I did, and you arc right in thinking that the same persons cannot succeed 
in both 

Any more than they can be rhapsodists and actoTS at once? 

True 

Neither are comic and tragic actors the same, yet all these things are hut imi 
tations 

They are so 

And human nature, Adeimantus, appears to have been coined into jet smaller 
pieces, and to be as incapable of imitating many things well, as of performing well 
the actions of which the imitations are copies 
Quite true, he replied 

If then we adhere to our original notion and bear in mind that our guardians, 
setting aside every other business, arc to dedicate themselves wholly to the mainte 
nance of freedom in the State, making this their craft, and engaging in no work 
which does not bear on this end, they ought not to practise or imitate anything 
vf •kit:) v iwftjAt M. ill, •kiVj rfocMiUL yrjwoAt hm yj/ivV. wy.'i.w-A -c/rJ.y dran 
acters which arc suitable to their profession — the courageous temperate, holy free 
and the like, but they should not depict or be skilful at imitating any kind of ilhb 
erality or baseness, lest from imitation they should come to be what they imitate 
Did you never observe how imitations, beginning in early youth and continuing far 
into life, at length grow into habits and become a second nature, affecting body, 
voice, and mind? 

Yes, certainly, he said 

Then I said, we will not allow those for whom we profess a care and of whom 
we say that they ought to be good men, to imitate a woman, whether young or old 
quarrelling with her husband, or striving and vaunting against the gods in conceit 
of her happiness, or when she is m affliction, or sorrow, or weeping, and certainly 
not one who is m sickness, love, or labor 
Very right, he said 
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Neither must they represent slaves, male or female, performing the offices of 
slaves? 

They must not. 

And surely not bad men, whether cowards or any others, who do the reverse 
of what we have just been prescribing, who scold or mock or revile one another in 
drink or out of drink, or who in any other manner sin against themselves and their 
neighbors in word or deed, as the manner of such is Neither should they be trained 
to imitate the action or speech of men or women who are mad or bad, for mad 
ness, like vice, is to be known but not to be practised or imitated 

Very true, he replied 

Neither may they imitate smiths or other artificers, or oarsmen, or boatswains, 
or the like? 

How can they, he said, when they are not allowed to apply their minds to the 
callings of any of these? 

Nor may they imitate the neighing of horses, the bellowing of bulls, the mur • 
mur of rivers and roll of the ocean , thunder, and all that sort of thing? 

Nay, he said, if madness be forbidden, neither may they copy the behavior of 
madmen 

You mean, I said, if I understand you aright, that there is one sort of narrative 
style which may be employed by a truly good man when he has anything to say, and 
that another sort will be used by a man of an opposite character and education 

And which are these two sorts? he asked 

Suppose, I answered, that a just and good man m the course of a narration 
comes on some saying or action of another good man — I should imagine that he 
would like to personate him, and will not be ashamed of this sort of imitation 
he will be most ready to play the part of the good man when he is acting firmly 
and wisely, in a less degree when he is overtaken by illness or love or drink, or has 
met with any other disaster. But when he comes to a character which is unworthy 
of him, he will not make a study of that, he will disdain such a person, and will 
assume his likeness, if at all, for a moment only when he is performing some good 
action, at other times he will be ashamed to play a part which he has never prac 
ticed, nor will he like to fashion and frame himself after the baser models, he 
feels the employment of such an art, unless in jest, to be beneath him, and his mind 
revolts at it. 

So I should expect, he replied 

Then he will adopt a mode of narration such as we have illustrated out of 
Homer, that is tD say, his style will be both imitative and narrative, but there will 
be very little of the farmer-, and. a. igpeat deaf at the Wj.ec Da you. a^ece? 

Certainly, he said, that is the model which such a speaker must necessarily take 

But there is another sort of character who will narrate anything, and, the worse 
he is, the more unscrupulous he will be, nothing will be too bad for him and he 
will be ready to imitate anything, not as a joke, but in right good earnest, and be 
fore a large company. As I was just now saying, he will attempt to represent the 
roll of thunder, the noise of wind and hail, or the creaking of wheels, and pulleys, 
and the various sounds of flutes, pipes, trumpets, and all sorts of instruments he 
will bark like a dog, bleat like a sheep, or crow like a cock, his entire art will 
consist in imitation of voice and gesture, and there will be very little narration 
• • • • 

And therefore when any one of these pantomimic gendemen, who are so clever 
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that they can imitate anything, comes to us, and makes a proposal to exhibit him 
self and his poetry, we will fall down and worship him as a sweet and holy and 
wonderful being, but we must also inform him that in our State such as he arc not 
permitted to exist, the law will not allow them And so when we have anointed 
him with myrrh, and set a garland of wool upon his head, we shall send him away 
to another city 


ARISTOTLE 

(384 322 b c ) 

Anstotlc, who was born at Stagira is our most important single source of in 
formation on the Greek drama of the fourth and fifth centuries b c Student of Plato, 
tutor to the conqueror Alexander the Great, and schoolmaster in Athens he left ency 
clopedic writings on politics, logic, and metaphysics, as well as studies of poetry and 
rhetoric which formed the foundation for investigations in these fields for over a 
thousand years 

Although Aristotle wrote no treatise dealing with the art of acting, his two 
classic works on poetry and rhetoric contain the earliest organized comments we 
possess on drama in ancient Greece From his Poetics the earliest extant work on 
dramatic theory, we learn the origin of drama in Greece, the number of players 
used m performances and, indirectly, wc learn some of the qualities attributed to 
actors and acting From his Rhetoric vve discover that the methods of delivery used 
by poets, orators and actors were basically the same, and vve also get some indication 
of what those methods were 

Brief as these comments are, they suggest many of the subjects that reappear in 
discussions of acting for centuries to come 


Passion, Speech, *ind Gesture 

In composing, the poet should even as much as possible, be an actor, for, 
by natural sympathy, they arc most persuasive and affecung who are under the 
influence of actual passion. We share the agitauon of those who appear to be truly 
agitated — the anger of those who appear to be truly angry 

Hence it is that poetry demands cither great natural quickness of parts, or an 
enthusiasm allied to madness By the first of these vve mould ourselves with facility 
to the imitation of every form, by the other transported out of ourselves, wc become 
what vve imagine 

• • • • 

With respect to diction one part of its theory is that which treats of the figures 
of speech such as commanding entreating relating, menacing interrogating, an 
swcring and the like But this belongs properly, to the art of acting, and to the 
professed masters of that kind 

• » * • 

It (comparison of tragic and epic imitation! may also be compared to what 
the modern actors are in the estimation of their predecessors, for Myms*.us used 

Annotle Potties translated by Tbomai T«rtn ng London Everyman t Library J M- Dent 
and Son* Ltd 1941 j*p IS 34 38 II 19 
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to call Callipides, on account of his intemperate action, the ape, and Tyndarus was 
censured on the same account 

But now, in the first place, this censure falls, not upon the poet’s art, but upon 
that of the actor, for the gesticulation may be equally labored in the recitation of an 
epic poem 

Again, all gesticulation is not to be condemned, since even all dancing is not 
but such only as is unbecoming — such as was objected to Callipides, and is objected 
to others whose gestures resemble those of immodest women 

Management of the Voice 

A third [object m the discussion of style] would be the proper method of 
delivery, that is a thing that affects the success of a speech greatly, but hitherto the 
subject has been neglected Indeed, it was long before it found a way into the arts 
oE tragic drama and epic recitation at first poets acted their tragedies themselves 
It is plain that delivery has just as much to do with oratory as with poetry 
It is, essentially, a matter of the right management of the voice to express the vari 
ous emotions — of speaking loudly, softly, or between the two of high, low or inter 
mediate pitch, of the various rhythms that suit various subjects These are the 
three things — volume of sound, modulation of pitch, and rhythm — that a speaker 
bears in mind It is those who do bear them m mind who usually win prizes in the 
dramatic contests, and just as in drama the actors now count for more than the 
poets, so it is in the contests of public life, owing to the defects of our political 
institutions No systematic treatise upon the rules of delivery has yet been com 
posed, indeed, even the study of language made no progress till late in the day 
Besides, delivery is— very properly — not regarded as an elevated subject of inquiry 
Still, the whole business of rhetoric being concerned with appearances, we must 
pay attention to the subject of delivery, unworthy though it is, because we cannot 
do without it When the principles of delivery have been worked out, they will 
produce the same effect as on the stage But only very slight attempts to deal with 
them have been made and by a few people, as by Thrasymachus in his Appeals to 
Pity Dramatic ability is a natural gift, and can hardly be taught The principles 
of good diction can be so taught, and therefore we have men of ability in this 
direction too, who win prizes in their turn 

PLUTARCH 

<5. A'SrU'i 

Plutarch, who is most famous for his biographical study The Lives of the Noble 
Grecians and Romans was born in Boeoua He studied philosophy at Athens and 
for a time lived in Rome, where he lectured on philosophy Apart from his travels, 
he spent most of his life in the little Greek town where he was born 

In his Lives and m his numerous miscellaneous essays, collected under the tide 
Opera Moraha, Plutarch preserved many anecdotes about actors and observations on 
ancient theatre These help us to visualize both individual actors and classical act 


Aristotle Rhetoric, translated by W Rhys Roberts m Basic Works of Anstolte ediced by 
Richard McKean Nev York Random House 1941, Book III, Chapter 1, pp I4J5 Miff Copy 
right 1941 By permission of The Clarendon Press, Oxford. 
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mg The brief essay from the ‘ Symposiacs’ of Plutarch, which follows, contains 
not only the famous story about the comic actor Parmenon, but also a discourse on 
art and nature m acting that foreshadows nineteenth century discussions 


Why We Delight in Representation 

Why ta\e tie Delight in Hearing those that represent the Passions of Men Angry or 
Sorrottjul, and yet cannot uithout Concern behold those who are really so Affected? 

Of this we discoursed in jour company at Athens, when Strato the comedian 
(for he was a man of great credit) flourished For being entertained at supper by 
Boethus the Epicurean, with a great many more of the sect, as it usually happens 
when learned and inquisitive men meet together, the remembrance of the comedy 
led us to this enquiry— Why are v\ e disturbed at the real voices of men, cither angry, 
pensive, or afraid, and yet are delighted to hear others represent them, and imitate 
their gestures, speeches, and exclamations Every one in the company gave almost 
the same reason For they said, he that only represents excels him that reallj feels, 
inasmuch as he doth not suffer the misfortunes, which we knowing arc p 1 eased 
and delighted on that account. 

But I, though it was not properly my talent, said that we, being bj nature 
rational and lovers of ingenuity, arc delighted with and admire every thing that is 
artificially and ingeniously contrived .for whatever is curious and subtle dotn 
attract and allure human nature, as antecedenUj to all instrucuon agreeable and 
proper to it And therefore, because he that is really affected with grief or anger 
presents us with nothing but the common bare passion, but in the imitation some 
dexterity and persuasiveness appears, we are naturally inclined to be disturbed at 
the former, whilst the latter delights us . Thus the continual cackling of a hen 
or cawing of a crow is very ungrateful and disturbing, jet he that imitates those 
noises well pleases the hearers Thus to behold a consumptive man is no delight 
ful spectacle, yet with pleasure we can view the pictures and statues of such per 
sons, because the very imitating hath something in it very agreeable to the mind, 
which allures and captivates its faculties For upon what account, for Gods sake, 
from what external impression upon our organ, should man be moved to admire 
Parmenon’s sow so much as to pass it into a proverb? Yet is it reported, that Par 
menon being very famous for imitating the grunting of a pig, some endeavored to 
rival and outdo him And when the hearers, being prejudiced, cried out Very 
well indeed, but nothing comparable to Parmcnon’s sow, one took a pig under his 
arm and come upon the stage And when, though they heard the very pig they 
still continued, This is nothing comparable to Parmenon s sow, he threw his pig 
amongst them, to show that they judged according to opinion and not truth And 
hence it is very evident, that like motions of the sense do not always raise like 
affections in the mind, when there is not an opinion that the thing done was not 
neatly and ingeniously performed 


Plutarch Sym potties," VftnKnm Etiryi, edited by Will an V Goodwin. Bonon 

Little Brown and Company, 1111, Volume III, Boob Question 1 , pp. 1 H Jiff 
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ACTORS ON ACTING 
Ancient Actors 


[From the biography of the Greek orator and actor Aeschines] 

... he addicted himself to all sorts of bodily exercises, and afterwards, having 
a very dear voice, he took to playing of tragedies . . . and also served Aristodemus 
as a player of third parts at the Bacchanalian festivals, m his times of leisure re 
hearsing the ancient tragedies 

[From the biography of the Greek orator Demosthenes] 

And being naturally short winded, he gave Ncoptolcmus a player ten thousand 
drachmas to teach him to pronounce long sentences in one breath. . . . But he was 
chiefly animated by Andronicus the player, who told him that his orations were ex 
cdlent, but that he wanted something of action, thereupon rehearsing certain places 
out of his oration which he had delivered in that same assembly Unto which 
Demosthenes gave good car and credit, and he then betook himself to Andronicus 
And therefore, when he was afterwards asked what was the first part of oratory, 
he answered, “Action”, and which was the second, he replied “Action”, and which 
was the third, he still answered, “Action” One day his [Demosthenes’] voice 
failing him when he was declaiming publicly, being hissed, he cried out to the 
people, saying, Ye are to judge of players, indeed, by their voice, but of orators by 
the gravity of their sentences 1 

[Concerning the Greek born Aesop, who became Rome’s greatest tragedian] 

They tell of this Aesop that whilst he was representing in the theatre Atreus 
deliberating the revenge of Thyestes, he was so transported beyond himself in 
the heat of action, that he struck with his sceptre one of the servants who was 
running across the stage, so violently that he laid him dead upon the place.* 

AULUS GELL1US 
(c. 123-c. 165 ad) 

Gellius was a Latin grammarian and legal practitioner of the second century 
ad His major work Attic Nights, so called because it was composed during long 
winter nights near Athens, preserved extracts from both Roman and Greek writers. 
In this elaborate miscellany or scrapbook of information he narrates a famous story 
concerning the Greek actor Polus 

The Grief of PoJus 

There was in the land of Greece an actor of wide reputation, who excelled all 
others in his clear delivery and graceful action They say that his name was Polus, 


’Plutarch * Livei of the Ten Orators Miscellanies and Essays, edited by William W Goodwin. 
Boston Little, Brown and Company, 1838, Volume V, pp J4, 44, 41, J2 

2 Plutarch The Lives of the Noble Grecians and Romans, translated by John Dryden and re- 
vised by Arthur H Clough. New York Modern Library, Random House, p 1043 


Aulus Gellius Attic Nights, translated by John C Rolfe London Loeb Classical Library, Wil- 
liam Hoinemann Led , 1927, Book Vf, Chapter I pp )J 37 Copyright 1927 By permission of the 
Loeb Classical Library, Harvard University Press 
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and he often acted the tragedies of famous poets with intelligence and dignity This 
Polus lost by death a son whom he dearly len ed. After he felt that he had indulged 
his grief sufficiently, he returned to the practice of his profession 

At that time he was to act the Electra of Sophocles at Athens, and it was his 
part to carry an urn which was supposed to contain the ashes of Orestes The plot 
of the play requires that Electra, who is represented as carrying her brother’s re 
mains, should lament and bewad the fate she believed had overtaken him Accord 
ingly Polus, clad in the mourning garb of Electra, took from the tomb the ashes and 
urn of his son, embraced them as if they were those of Orestes, and filled the whole 
place, not with the appearance and imitation of sorrow, but with genuine grief and 
unfeigned lamentation Therefore, while it seemed that a play was being acted, it 
was m fact real grief that was enacted 

JULIUS POLLUX 

(Second Century ad) 

The Greek rhetorician Julius Pollux, tutor to the Emperor Commodus and 
teacher in Athens, compiled a dictionary, the Onomasticon, in which he preserved 
a fund of important knowledge Confused and uncritical as much of his writing 
was, he remains an invaluable source of information, especially about the theatre 
Apart from his comments on theatrical architecture, he included in his work 
a list of vocal expressions which set a precedent for seventeenth and eighteenth cen 
tury writers on acting In addition, he recorded a detailed catalogue of Greek tragic 
and comic masks This listing enriches our knowledge of Greek actors by rescaling 
the range and variety of stylized expressions of which their masks were capable 


Tragic and Comic Masks 

Moreover with respect to masks, the tragic might be a smooth faced man, a 
white, gnsled, black haired, flaxen, more flaxen, all of them old and the smooth 
faced oldest of these, having very white locks, and the hairs lying upon the promi 
nence By prominence I mean the upper part of the countenance rising above the 
forehead .. With respect to beard, the smooth faced should be very closely shaven, 
and have thin lantern jaws The white haired is all hoary with bushy locks about 
the head, has an ample beard, jutting eyebrows, and the complexion almost white, 
but the prominence short The gnsled denotes the hoary hairs to be a mixture of 
black and grey. But the blair haired, deriving his name from the color, has a 
curled beard and hair, rough face, and large prominence The flaxen has yellowish 
bushy hair, lesser prominence, and is fresh colored The more flaxen has a same- 
ness with the other, but is rather more pale to represent sick persons 

The young mens masks arc the common, curled, more curled, graceful, horrid, 
second hornd, pale, less pale 

The common is eldest of the young men, beardless, fresh-colored, swarthy, hav- 
ing locks clustering, and black The curled is yellow, blustcnng, with bushy hair 

Juliut Pollux "Extncti Concerning the Grech Theitre and Muls," in Ariilollf’t Poetiei, or, 
Daccvnt concerning Tregtc md Epic Imitttlon London J Dodiley and Metsn. Richardxsn and 
Urquhart, 1771, pp. 14 29 (appendrd) 
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encompassing a plump face, has arched eye brows, and a fierce aspect. The more 
curled differs in nothing from the former, but in being a little younger The graceful 
has Hyacinthian lochs, fair skin, is lively, and of a pleasant countenance, fit for a 
beautiful Apollo The homd is robust, grim visaged, sullen, deformed, yellow 
haired The second homd is so much more slender than the former, as he is younger, 
and an attendant. The pale is meagre, with dishevelled hair, and of such a sickly 
countenance as is suitable for a ghost, or wounded person The less pale is entirely 
like the common m every other respect except that it is made pale on purpose to 
express a sick man, or a lover 

The slaves’ masks are the leathern, peaked beard, flat nose 
The leathern having no prominence, has a fillet, and long white hairs, a pale 
whitish visage, and rough nostrils, an high crown, stern eyes, the beard a little pale, 
and looks older than his years But the peaked beard is in the vigor of life, has an 
high and broad prominence dented all round, is yellow haired, rough, ruddy, and 
suited to a messenger The flat nose is bluff, yellow headed, the locks hang on each 
side from the forelock, he is beardless, ruddy, and likewise delivers a message. 

The womens masks are an hoary dishevelled, a freed old woman, an old do- 
mestic, a middle aged, a leathern, a pale dishevelled, a pale middle aged, a shaven 
virgin, second shaven virgin, girl 

The hoary dishevelled surpassing the rest, both in years and dignity, has white 
locks, a moderate prominence, is inclinable to paleness, and was anciently called, the 
delicate The jreed old tioman is of a tawny complexion and hoariness, Having a 
small prominence, the tresses to the shoulders denote misfortune 

The old domestic, instead of prominence has a fillet of lamb’s wool, and a wrm 
kled skin 

But the middle-aged domestic has a short prominence, and white skin, is grey 
haired, but not quite hoary 

The leathern, younger than, her, and has not any prominence 
The pale dishevelled has black hair, a dejected countenance, and her name 
from the color 

But the pale middle aged is like the dishevelled, except where she is shaven out 
of sight 

But the shaven virgin instead of prominence wears a smooth-combed tatc, is 
shaven almost quite round, and of a color inclinable to paleness 

And the other shaven virgin is perfectly like her, but without the tale and curls, 
as if she had been often in misfortunes 

The girl is a juvenile mask, such as Danae might have been, or any other virgin 
The attendant masks are an horned Actaeon, a blind Phineus or ThamyriS, one 
having a blue eye, the other a black, a many -eyed Argus, or Tyro with lived cheeks, 
as in Sophocles, which she suffered from the blows of a cruel step mother, or Euippe, 
Chiron’s daughter, changed into an horse in Euripides, or Achilles dishevelled for 
Patrodus, an Amymone, a river, mountain, gorgon, justice, death, a fury, madness, 
guilt, injury, centaur, titan, giant, Indian, Triton, perhaps, also a city, Priam, per 
suasion, the Muses, hours. Nymphs of Mithacus, Pleiades, deceit, drunkenness, idle- 
ness, envy, which latter might likewise be comic masks 
Svtyhic Masks 

Satyric masks arc an hoary satyr, bearded satyr, beardless satyr. Grandfather 
Sdenus The other masks are all alike, unless where the names themselves show a 
peculiar distinction, as the Father Sdenus has a more savage appearance 
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Comic Masks 

The comic masks, those especially of the Old Comedy, were as like as possible 
to the persons they represented, or made to appear more ridiculous But those of 
the new were a first grandfather, a second grandfather, governor, long bearded, or 
shaking old man, Ermoncus, peaked beard, Lycomodeus, procurer, second Ermo- 
neus, all of them old The first grandfather oldest, close shaven, having very pleasant 
eyebrows, an ample beard, lantern jaws, dim sight, white skin, comely face, and 
forehead The other grandfather is more slender, sharper sighted, morose, or a pale 
complexion, has an ample beard, red hair, cropped ears The governor, an old man, 
with a crown of hairs round his head, stooping, broad faced, and has his right 
eyebrow elevated But the long bearded, shading old man, has a crown of hairs 
round his head, an ample beard, no elevation of eye brows, dimmer sight. Ermonetis 
has a bald crown, ample beard, elevated eyebrows, sharp sight The procurer resem 
bles Lycomodeus in other respects, but has distorted lips, and contracted eye brows, 
and cither a bald crown or pate The second Ermonetis is shaven, and peaked beard 
But peaked beard has a bald crown, elevated eye brows, sharp chin, and is morose 
Lycomodeus has curled beard, long chin, and extends one eyebrow representing 
curiosity 

The young men's masks are a common young man, a black young man, a 
curled young man a delicate, rustic, threatening, second flatterer, parasite, a fancied 
mask Sicilian The common is ruddy, athletic, swarthy, having few wrinkles upon 
his forehead, and a crown of hairs, with elevated eye brows The blac\ young man 
is younger, with depressed eyebrows, like an educated and accomplished youth 
The curled young man is handsome, young, ruddy, has his name from his hairs, his 
eyebrows extended, and one wrinkle on his forehead But the delicate young man 
is haired like the common and youngest of all, fair, educated in the nursery, show 
ing delicacy The rustic is weather beaten, broad lipped, flat nosed, and has a crown 
of hairs But the threatening young man, who is a soldier, and braggard, of black 
complexion and tresses, his hairs shaking like the other threatened who is more 
tender and yellow haired The flatterer and parasite arc black, quite unpolished, 
cringing sympathizing The parasite's cars are more bruised, and he is more pleas 
ant, and the flatterer’s eyebrows arc disagreeably extended 

But the fancied mas\ has cheeks bored, and chin shaven, is superbly dressed, 
and a foreigner but the Sicilian is a third parasite 

The slaves' comic masks are a grandfather, upper slave, thin haired behind, 
or bristly slave, a curled slave, a middle slave, foppish slave, shaking upper slave 
The grandfather alone of all the slaves is hoary, and shows the freed man But the 
upper slave wears a crow n of red hairs, elevates the eye brows, contracts the fore 
head and among slaves is like an aged governor among freed men But the thin 
or bristly haired behind, his a bald crown, red hairs, and elcvited eyebrows 

The curled sla e has curled hairs, but they are red, as is hkeu ise his color, he 
has a bald crown and distorted face, with two or three black curls, and the same 
on hts chin the shading upper slave, like the upper, except in the hairs 

The ti omen’s masks are a thin old woman, or prostitute, a fat old woman a 
domestic old woman either sedentary or active 

The pros'itute is tall, with many small wrinkles, fair, palish, and with rollm™ 
eves The fat old ttoman has many wrinkles on a plump skin, and a fil’ct round 
her hair 
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The domestic old woman is Bat faced, and in her upper jaw has two axle teeth, 
on each side one 

The young womens masks are a talkatnc, curled \irgm, demi rep, second demi 
rep, hoary talkative, concubine, common whore, beautiful courtesan golden harlot, 
lampadion, virgin slate, slattern 

The talfatn e has full hair smoothed a little, high eye brows, fair skin. 

The cttrled virgin has a distinction of false hair, high eye brows, and black, 
and a pale whiteness in her skin 

The demi rep has a whiter skin, and her hair tied behind in a knot, would be 
thought a bride 

The second demi rep is known by the distinction of her hair only 

The hoary talkative indicates her person by the name, she shows the harlot 
left off trade 

The concubine resembles her, but is full haired 

The common whore is higher colored than the derm rep, and has curls round 
her cars 

The courtesan has least finery, and her head bound with a fillet. 

The golden harlot has much gold upon her hair 

The mitered harlot has her head bound with a variegated mitre 

Lampadion has her hair platted in the form of a lamp 

The virgin slave wears only a short white frock 

The slattern is distinguished by her hair, and is both squat and being dressed 
in a red gown, waits upon the courtesans 
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H. ROME 

Actors, Slaves, and Orators 


Both drama and acting in ancient Rome were based largely on Greek models 
Although there were the germs of a name drama in the rural Fescenmne Verses 
and the saturae, humorous scenes of daily life, the regular tragedies and comedies 
which developed in Rome originated in translations of Greek plays introduced by 
Livtus Andromcus, a Greek captive, in 240 bc The Roman tragic writers Naevius, 
Ennius, Pacuwus, and the famous Seneca, as well as the Roman comic writers, 
Plautus and Terence, all adopted Greek subject matter and style or modified Greek 
dramatic forms to express Roman stones and ideas 

The Roman dramas were performed at first on temporary stages and in tem 
porary wooden theatres erected m public places during various festival days Per 
manent theatres were erected as the number and variety of the plays given and the 
number of festival days increased Three such theatres were built in Rome, one by 
Pompcy in 55 b c , one by Cornelius Balbus in 13 b c.; and a third planned by Julius 
Caesar and built by Augustus in the same jear These three were the only perma 
nent theatre buildings m Rome, but they were huge, seating as many as forty thou 
sand people, and sumptuously adorned A decorated scene house, a stage, a semi 
circular orchestra and auditorium were joined together by the exterior walls to form 
an architectural unity Upon these stages the plays adapted from the Greek were 
presented, but the Romans favored spectacular displays that were foreign to the 
restraint of Greek drama Cicero, for example, reported the introduction of six 
hundred mules in a performance of Clytcmncstra 

Although Roman plays were given on the occasion of various holidays — relt 
gious, military and political — they did not have the ritual significance of the Greek 
contests Indeed, dramatic performances were forced to share the stage with chariot 
races and gladiatorial shows, which exceeded the plajs in popularity Terence used 
the prologue of his play The Mother tn Lau to complain that when he first at 
tempted to perform the play, the audience, * noting, shouting, and fighting for 
places,” ran off after the first act to see a show of gladiators 

In this theatrical atmosphere Roman actors did not enjoy the high social and 
religious position of their Greek predecessors Most actors were slaves without 
legal or religious rights They were trained by masters or managers who were in 
charge of acting troupes The epilogue of Plautus* The Casket reports that after 
the performance 4 the actor who has made mistakes will get a beating, the one who 
hasn’t will get a dnnk ” The mass of actors were considered mere entertainers 
whose function it was to gratify the theatrical appetite of the public. But it was 
frequently an exacting public that demanded excellence in performance and admired 
expressive gesture and declamation in the plajers, and lavish spectacle in the mount 
mg of the play. An individual player could nse to great renown and wealth as 
did Quintus Roscius Gallus (d 62 b c ) But Roscius and his contemporary, the 
tragedian Clodius Aesop (d 54 bc.), were exceptions whose success and greatness 
did not raise the status of the actor 
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In appearance and in style of acting such artists as Roscius and Aesop, whi 
performed m the derivative tragedies and comedies, no doubt resembled their Greel 
predecessors Tragedians wore the cothurnus (bushm), and comedians a sof 
slipper, the sock It is curious, however, that when the attributes of Greek actini 
were adopted by the Romans, they did not at first copy the mask of the Greel 
actor By the first century b c , however, masks were used Indeed, it is said tha 
Roscius introduced the mask to hide his squinting eyes In a comment interesting 
for the history of acting in this time, Cicero, who was a friend and admirer of 
Roscius, recorded his objection to the mask even as Roscius used it The mask he 
argued, prevented the dramatic use of the eyes Roman actors seem to have special 
ized in particular roles, Roscius, for example, usually played women, youths, and 
parasites Having discarded the three actor limitation of Greek tragedy the Ro- 
mans, with their native mimic talent, gave wide range to the development of acting, 
but placed emphasis on showmanship and virtuosity The lavish praises given b) 
Lucian to the art of pantomime, as well as the detailed instructions on the use of 
the hands given by Quintilian, are evidence of the refined, perhaps over refined, 
delight in the external nuances of performance 

Despite the great influence of the plays of Terence, Plautus and Seneca on the 
drama of the Renaissance, they were never very firmly rooted m the stage of thetr 
own time During the dissolute days of the Empire, regular dramatic perform 
ances in the great theatres were largely replaced by solo exhibitions, farcical mimes 
and elaborate pantomimic displays Roman showmanship and histrionic talent cx 
celled in lively, vulgar, and sensuous dramatic forms 1 he Atellanae popular play 
lets with masked characters that anticipated the com media dell arte the mime, 
farcical ballet with unmasked male and female actors, and the erotic, aristocratic 
pantomime were the favorite Roman dramatic entertainments They were all forms 
which depended upon the virtuosity of the performer rather than on the literary 
creator 

The popular mimes were significant for their use of women in an art that 
since its inception had been confined to men Many of the female mimes achieved 
fame for their artistry as did Cythens, mistress of Mark Antony Later in the 
Christian era Pelagia, the Pearl,' was the chief mime of Antioch In the sixth 
century a d the mime Theodora, known for her wit and her shamelessness, became 
the mistress and then the wife of the Byzantine Emperor Justinian 

Of the many Roman actors only names and brief anecdotes have been pre 
served At the outset there was, of course Livius Andronicus, popular writer and 
actor In addition to his other innovations, he separated gesture and action from 
ywpMvmg *ltt t 'tray fcs viit pt/«Vn vA jnntfy parfttirraimt art. ‘Pt’i'no, w* 
of the first Romans to become famous as a professional actor, was much admired 
m the plays of Plautus The greatest actor of the early period was L. Turpio Am 
bivius, who performed in the plays of Terence 

The glory of Roman acting, however, is linked to the names of Roscius and 
Aesop who lived in the first century b c The Greek born Aesop was admired for 
hu powerful tragic impersonations and his emotional fire According to Plutarch, 
he was so carried away while performing Atreus that he killed a slave actor Roscius 
earned such wealth and distinction in his profession that he was freed from slavery 
and became the friend of the great Roman Cicero The slaves he trained gamed 
renown from his instruction, and lesser actors sought him out for training and 
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rotection To this very day the appellation ' Roscius signifies histrionic excellence 
Among the mimes the name of Sorex, the archimtme, stands out Another 
umic actor Lentulus, mentioned by Juvenal, realistically played the part of a schem 
lg slave who was crucified tn the progress of the performance This role was 
imetimes taken by a prisoner who was actually crucified before the audience 
The sensuous pantomimic artistry of the Empire is admiringly analyzed and 
xplamed by Lucian m the following pages Bathyllus and Pylades were the great 
st practiuoners of this subtle, lascivious art. It is said that Pylades wrote a treatise 
n pantomime and founded a school to promote his methods and theories His 
lost famous pupil was the pantomime Hylas Pans, pantomimic dancer and 
ctor, received great renown during the Empire During these decadent days two 
igular dramatic actors were lauded Demetrius, whose gestures were admired by 
Quintilian, specialized in the portrayal of youths wives, and old ladies Stratocles, 
Iso mentioned by Quintdian, played old men parasites, and procurers 

The Roman actors live for us only in the words of poets, orators, and rheton 
ions who admired them and studied their art. From the pracuce of these actors 
ncient orators borrowed the principles governing voice and gesture in public de 
i\ cry Centuries after, actors returned to the pages of Cicero and Quintilian to seek 
aithontative prescriptions for technique Many later actors bolstered their belief m 
motional identification by citing Horace’s lines ‘If you would have me weep you 
nust first of all feel grief yourself 

In this circuitous manner, the practice and ideals of Roscius, Aesop, and the 
lave actors of Rome contributed to the development of histrionic theory 


CICERO 

(106-43bc) 

In 55 b c. Marcus Tullius Cicero the Roman orator, pohucian, and philosopher, 
published his observations on the art of oratory The dialogue as a whole is an ex 
posiuon of the qualities required by the ideal orator But in writing a s y o 
public oratory, Cicero indicated throughout those points at which the technique ot 
ihe orator and the actor coincided De Oralore is therefore valua e to s u en 
acting , , 

Although Cicero frequently indicated those attributes of the actor which it 
Mould be unwise for the orator to imitate, he suggested the close relationship of the 
two arts when he wrote we take so many points of comparison with the : oram 
from one sort of artist Roscius ’ and Rose, us, of course, embodied the best 

qualities of the Roman actor In addition to recognizing the common elements in 
these two arts as they were then practiced, Cicero, like Demosthenes Wore him 
belonged to the long line of famous orators who learned effective pubi c deliver) by 

studying actors If we may take the word of Plutarch, Cicero, in f Roscius 

prove his oratory, paid much attention to the instructions, sometimes of Roscius 
the comedian and sometimes of Aesop the tragedian 

The selection The Pupils of Roscius ' from Ciceros defense of Rosen, ml,U 
gation concerning the slave Panurgus, who was trained b) Roscius, dearly indicatei 
die status of most Roman actors and the manner in which they learned their craft 
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Emotion in the Actor and Orator 

For who is ignorant that the highest power of an orator consists in excit 
mg the minds of men to anger, or to hatred, or to grief, or in recalling them from 
these more violent emotions to gentleness and compassion? Which power will 
never be able to effect its object by eloquence, unless m him who has obtained a 
thorough insight into the nature of mankind, and all the passions of humanity, and 
those causes by which our minds are either impelled or restrained 

but really, Crassus, when such arts are adopted by you in pleading, I feel 
terrified, such power of mind, such impetuosity, such passion, is expressed m your 
eyes, your countenance, your gesture, and even in your very finger, such a torrent 
is there of the most emphatic and best chosen words, such noble thoughts, so just, 
so new, so free from all disguise or puerile embellishment, that you seem not only 
to me to fire the judge but to be yourself on fire Nor is it possible that the judge 
should feel concern, or hate, or envy, or fear in any degree or that he should be 
moved to compassion and tears, unless all those sensations which the orator would 
awaken in the judge shall appear to be deeply felt and experienced by the orator 
himself I never yet, upon my honor, tried to excite sorrow, or compassion, or 
envy, or hatred, when speaking before a court of judicature, but 1 myself, in rous 
ing the judges, was affected with the very same sensations that I wished to produce 
in them For it is not easy to cause the judge to be angry with him with whom you 
desire him to be angry, if you yourself appear to take the matter coolly, or to make 
him hate him whom you wish him to hate, unless he first see you burning with 
hatred, nor will he be moved to pity, unless you give him plain indications of your 
own acute feeling, by your expressions, sentiments, tone of voice, look, and finally 
by sympathetic tears, for as no fuel is so combustible as to kindle without the ap- 
plication of fire, so no disposition of mind is so susceptible of the impressions of 
the orator as to be animated to strong feeling unless he himself approach it full of 
inflammation and ardor 

And that it may not appear to you extraordinary and astonishing, that a man 
should so often be angry, so often grieve, and be so often excited by every passion 
of llic mind, especially in other men’s concerns, there is such force, let me assure 
you, in those thoughts and sentiments which you apply, handle, and discuss in 
speaking, that there is no occasion for simulation or deceit, for the very nature of 
the language which is adopted to move the passions of others, moves the orator him 
self in a greater degree than any one of those who listen to him But that 
this may not appear surprising in us, what can be more fictitious than poetry, than 
theatrical representations than the argument of a play? Yet on the stage I myself 
have often observed the eyes of the actor through his mask appear inflamed with 
fury, while he was repeating these verses 

And if even the player who pronounced these verses every day, could not yet 
pronounce them efficiently without a feeling of real grief, can you suppose that 
Pacuvius, when he wrote them, was in a cool and tranquil state of mind? Such 
could not be the case, for I have often heard that no man can be a good poet (as 
they say is left recorded in the writing of both Democritus and Plato) without ardor 
of imagination, and the excitement of something similar to frenzy 

• • • « 

Octto on Oratory and Oratcrn translated by J S Wat ton London George Bell and Sow 
II7S teletted passages 
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. But in an orator, the acuteness of the logicians, the wisdom of the philoso- 
phers, the language almost of poetry, the memory of lawyers, the voice of trage 
dians, the gesture almost of the best actors, is required 

To judge therefore of the accomplishments of the orator by comparison 
with this stage player [Roscius], do you not observe how everything is done b) 
him unexceptionably, everything with the utmost grace, everything in such a way 
as is becoming, and as moves and delights all? He has accordingly long attained 
such distinction, that m whatever pursuit a man excels, he is called a Roscius in 
his art 


I would have you first of all persuade yourself of this, that, when I speak 
of an orator, I speak not much otherwise than I should do if I had to speak of an 
actor, for I should say that he could not possibly give satisfaction in his gesture 
unless he had learned the exercises of the palaestra, and dancing 

* t • * 

Who can deny that the gesture and grace of Roscius are necessary in the 
orator’s action and deportment? Yet nobody would advise youths that are studying 
oratory to labor in forming their attitudes like players What is so necessary to an 
orator as the voice? Yet, by my recommendation no student in eloquence will be 
a slave to his voice like the Greeks and tragedians, who pass whole years in seden 
tary declamation, and daily, before they venture upon delivery, raise their voice by 
degrees as they sit, and, when they have finished pleading, sit down again and 
lower and recover it, as it were through a scale from the highest to the deepest tone. 


Of this species [Cicero is speaking of types of mimicry] is Roscius’ imita 
tion of an old man, when he says 

For you my Anupho, I plant these trees 
It is old age itself that seems to speak while I listen to him But all this depart 
ment of ridicule is of such a nature that it must be attempted with the greatest 
caution For if the imitation is too extravagant, it becomes, like indecency, the part 
of players m pantomime and farce, the orator should be moderate m imitation 
that the audience may conceive more than they can see represented by him, he ought 
also to give proof of ingeniousness and modesty, by avoiding everything offensive 
or unbecoming in word or act 


But high excellence and merit in speaking should be attended with some 
portions of shade and obscurity, that the part on which a stronger light is thrown 
may seem to stand out, and become more prominent Roscius never delivers this 
passage with all the spirit that he can 

The wise man seeks for honor, not for spoil. 

As the reward of virtue, 

hut rather in an abject manner that into the next speech. 

What do I see? the steel girt soldier holds 
The sacred seats, 

he may throw lus w hole pow ers, may gaze, may express wonder and astonishment 
How does the other great actor utter 

What aid shall I solicit? 

How genii) how sedatelv how calmly 1 For he proceeds with 

O father! O my country! House of Priam! 
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in which so much action could not be exerted if it had been consumed and ex 
hausted by any preceding emotion Nor did the actors disco\er this before the 
poets themselves, or, indeed, before even those who composed the music, by both 
of whom their tone is sometimes lowered, sometimes heightened, sometimes made 
slender, sometimes full, with variation and distinction Let our orator, then, be 
thus graceful and delightful . let htm have a severe and solid grace, not a luscious 
and delicious sweetness 

* • • * 

I dwell the longer on these particulars [the delivery of the orator] because 
the orators, who are the deliverers of truth itself, have neglected this whole depart 
ment, and the players, who are only the imitators of truth, have taken possession 
of it 

In everything without doubt, truth has the advantage over imitation, and if 
truth were efficient enough in delivery of itself, we should certainly have no need 
for the aid of art But as that emotion of mind, which ought to be chiefly expressed 
or imitated m delivery, is often so confused as to be obscured and almost over 
whelmed, the peculiarities which throw that veil over it arc to be set aside, and 
such as are eminent and conspicuous to be selected For every emotion of the mind 
has from nature its own peculiar look, tone, and gesture, and the whole frame of 
a man, and his whole countenance, and the variation of his voice sound like strings 
in a musical instrument, just as they are moved by the affections of the mind For 
the tones of the voice, like musical chords, arc so wound up as to be responsive to 
every touch, sharp, flat, quick, slow, loud, gentle, and yet, among all these, each 
in its kind has ns own middle tone From these tones, too, are derived many other 
sorts, as the rough, the smooth, the contracted, the broad, the protracted, and in 
terrupted, the broken and divided, the attenuated and inflated, with varieties of 
modulation, for there is none of these, or those that resemble them, which may not 
be influenced by art and management, and they are presented to the orator, as 
colors to the painter, to produce variety 

Anger, for instance, assumes a particular tone of voice, acute, vehement, and 
with frequent breaks But lamentation and bewailing assumes another tone, 
flexible, full, interrupted, in a voice of sorrow Fear has another tone, despond 
ing hesitation, abject .. Viotencc has another tone, strained, vehement, impetu 
ous, with a kind of forcible excitement Pleasure another, unconstrained, mild, 
tender, cheerful, languid Trouble has another tone, a sort of gravity with 
out lamentation, oppressed, as it were, with one heavy uniform sound 

On all these emotions a proper gesture ought to attend, not the gesture of 
the stage, expressive of mere words, but one showing the whole force and mean 
ing of a passage, not by gesticulation, but by emphatic delivery, by strong and 
manly exertion of the lungs, not imitated from the theatre and the players, hut 
rather from the camp and the palaestra .. But all depends on the countenance, 
and even in that the eyes bear sovereign sway, and therefore the oldest of our 
countrymen showed the mote judgment in not applauding even Roscius himself 
to any great degree when he performed m a mask, for all the powers of action 
proceed from the mind, and the countenance is the image of the mind, and the 
eyes arc its interpreters This, indeed, is the only part of the body that can cffcctu 
ally display as infinite a number of significations and changes, as there is of 
emotions in the soul, nor can any speaker produce the same effects with his 
eyes shut, as with them open Theophrastus indeed has told us, that a certain 
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Tauriscus used to say, that 3 player who pronounced his part gazing on any 
particular object was like one who turned his back on the audience . . 

To the effectiv eness and excellence in dein cry the \otce doubtless con 
tributes most, the voice, I say, which, in its full strength, must be the chic£ object 
of our wishes, and next, whales er strength of voice we have, to cherish il 
* • * » 

.. As to the exertion and exercise of the voice, of the breath, of the whole 
body, and of the tongue itself, they do not so much require art as labor, but 
tn those matters we ought to be particularly careful whom we imitate and whom 
we would wish to resemble Not only orators are to be observed by us, but 
even actors, lest by ucious habits we contract any awkwardness or ungraceful 
ness The memory is also to be exercised, by learning accurately by heart as 
many of our own writing, and those of others, as we can. 

The Pupils of Roscius 

What was stolen? The advocate, with ever) one on the tiptoe of expectation, 
begins to set forth the history of the partnership in the old actor Panurgus, 
says he, was the slave of Fanmus, and became the common property of Fannius 
and Roscius At this point Satunus first complained bitterly that Roscius had 
become joint possessor for nothing of a slave who had been bought by Fanmus 
and was his private property Of course Fannius, that generous man, careless 
about money, overflowing with kindness, made a present of him to Roscius I 
suppose so! You assert, Satunus, that Panurgus was the private property of 
Fanmus But I contend that he belonged entirely to Roscius For what part of 
him belonged to Fannius? His body What part belonged to Roscius* His tram 
tng It was not his personal appearance, but his skill as an actor that was valu 
able no one judged him by his body, but valued him b) his skill as a come 
dian . What hopes, what expectations, what enthusiasm, what favor accom 
pamed Panurgus on the stage, became he was the pupil of Roscius All who 
were devoted to Roscius and admired him favored and approved of the pupil, 
in short, all who had heard the name of Roscius thought Panurgus an accom 
phshed and finished comedian This is the way of the crowd, its judgments are 
seldom founded on truth, mostly on opinion Very few appreciated what he 
Knew , e\ cry iSoa'y wanted to know where he had l’earnt ir They did rroc ttmrk 
that anything irregular or wrong could come out of Roscius If he had come 
from Statilius [a minor actor] although he might have surpassed Roscius in 
skill, no one would have looked at him, for no one would think that a good 
comedian could be made out of a very bad actor . . 

The same thing also happened recently m the case of the comedian Eros 
Driven off the stage, hissed and even insulted, he took refuge as at an altar in the 
house of Roscius, who gave him instructions, patronage, and his name, and so, 
in a very short time, he who had not even been considered good enough for the 
lowest class of acton attained a position among the most disunguishcd comedians 
What was it that raised him so high 5 Only the recommendation of Roscius, who 

Gcero * For Quintus Roscius Corned an Tie Spereiet, translated by John Henry Trent 
London Loch Qut cal Library, XTill lm Hesnemann Ltd, 1MI, pp. JOI. 10) Copynjhs 1941 Bj 
permission of the Loch Classical Library, Harvard Unsren ty Pm*. 
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after this not only took Panurgus to hts house that he might be spoken of as one 
of his pupils, but taught him with the greatest pains, irritability and discomfort 
In fact, the cleverer and more talented a man is, the more ill tempered and 
worried he is as a teacher, for when he sees that a pupil is slow at grasping 
what he himself has mastered so rapidly, he is tormented 

QUINTILIAN 

(c 35 95 a d ) 

Although born in Spain Marcus Fabim Quintilian became an outstanding 
Roman instructor in eloquence For twenty years he headed the foremost school of 
oratory in Rome, and the Emperor Vespasian created a chair of oratory for him 
In 88 ad Quintilian retired from active teaching and pleading at the bar to 
write his great work, the Institutio Oratorio which, like Cicero s De Oratore out 
lined the training and attributes of the accomplished orator Like the other great 
studies on oratory in classical times, portions of the Institutes earn a place in the 
history of acting from the close association of the two arts Quintilian s detailed in 
structions on voice and gesture for the orator were probably based on the practice 
of Roman actors He recognized the differences between acting and oratory, as did 
Cicero before him, but this did not prevent later writers on acting from basing their 
instructions to actors on Quintilian s precepts for orators 


Action and Delivery 

Instruction to be received from the actor 

Some time is also to be devoted to the actor, but only so far as the future 
orator requires the art of delivery, for I do not wish the boy, whom I educate 
for this pursuit, either to be broken to the shrillness of a womans voice, or to 
repeat the tremulous tones of an old man’s Neither let him imitate the vices 
of the drunkard, nor adapt himself to the baseness of the slave, nor let hun 
learn to display the feelings of love, or avarice, or fear, acquirements which are 
not at all necessary to the orator, and which corrupt the mind, especially while 
it is yet tender and uninformed m early youth, for frequent imitation settles into 
habit It is not even every gesture or motion that is to be adopted from the 
actor, for though the orator ought to regulate both to a certain degree, yet he will 
be far from appearing in a theatrical character, and will exhibit nothing ex 
travagant either m his looks, or the movements of his hand's, or his walk, for 
if there is any art used by speakers in these points, the first object of it should 
be that it may not appear to be art 

What is then the duty of the teacher as to these particulars? Let him, in 
the first place correct faults of pronunciation, if there are any, so that the words 
of the learner may be fully expressed, and that every letter may be uttered with 
its proper sound 

• * * * 

The teacher will be cautious, likewise, that concluding syllables be not lost 

Quintilian Intlilufcl of Oratory translated b> Rev John Selby Watson London G Bell and 
Sons Ltd , 1913, selected passages 
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that his pupil’s speech be all of a similar character, that whenever he has to raise 
his voice, the effort may be that of his lungs, and not of his head, that his gesture 
may be suited to his voice, and his looks to his gesture He will ha\e to take 
care, also, that the face of his pupil, while speaking, look straight forward, that 
his lips be not distorted, that no opening of the mouth immoderately distend his 
jaws, that his face be not turned up, or his eyes cast down too much, or his head 
inclined to either side The face offends m various ways, I have seen many 
speakers, whose eyebrows were raised at every effort of the voice, those of others 
I have seen contracted, and those of some even disagreeing, as they turned up 
one towards the top of the head, while with the other the eye itself was almost 
concealed To all these matters, as we shall hereafter show, a vast deal of im 
portance is to be attached, for nothing can please which is unbecoming 

The actor will also be required to teach how a narrative should be delivered 
with what authority persuasion should be enforced, with what force anger may 
show itself, and what tone of voice is adapted to excite pity This instruction 
he will give with the best effect, if he select particular passages from plays, such 
as are most adapted for this object, that is such as most resemble pleadings The 
repetition of these passages Will not only Ik beneficial to pronunciation, but also 
highly efficient in fostering eloquence 

Nor do I think that those orators ire to be Mimed who have devoted some 
time even to the masters in the palaestra I do not speik of those by whom 
part of life is spent among oil, and the rest over wine, and who hive oppressed 
the powers of the mitul by excessive attention to the body, (such characters l 
should wish to be as far off is possible from the pupil that I am training,) but 
the same name is given to those by whom gesture and motion are formed, so 
that the arms may be properly extended, that the action of the hands may not be 
ungraceful or unseemly, that the attitude may not be unbecoming, that there may 
lie no awkwardness m advancing the feet, and that the head and eyes may not 
be at variance with the turn of the rest of the body For no one will deny that 
ill such pirticulars form a part of delivery, or will separate delivery itself from 
oratory, and assuredly the orator must not disdain to leirn what he must practice, 
especially when this chironomta which is, as is expressed by the word itself, the 
law of gesture, had us origin even in the heroic iges, ind uis ipproved by the 
most eminent men of Greece, even by Socrates himself, it was also regarded by 
Plato as i part of the qualifications of a public man 
• • * • 

There is great regard paid to character imong the tragic and comic jvoets 
for they introduce i variety of persons accurately distinguished Simibar dis 
crimination used to Ik observed by those who wrote speeches for others, and it 
is observed by declaimers, for we do not always declaim is pleaders of a cause, 
but very frequently as parties concerned in it 

But even in the causes m which we plead as advocates the same difference 
should he carefully observed, for we often take upon ourselves the character 
of others, and speak, as it were, with other persons mouths, and we must 
exhibit in those to whom we adapt our voice their exact peculiarities of manner 

Delivery is by most writers called action but it appears to derive the one 
name from the voice and the other from the gesture, for Cicero calls action 
sometimes the language as it were, and sometimes the eloquence of the bodv 
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Yet he makes two constituent parts of action, which are the same as those of 
delivery, voice and motion We, therefore, make use of either term indiscriminately 
As for the thing itself, it has a wonderful power and efficacy in oratory, 
for it is not of so much importance what sort of thoughts we conceive within 
ourselves, as it is in what manner we express them, since those whom we address 
are moved only as they hear Accordingly there is no proof, that proceeds in 
any way from a pleader, of such strength that it may not lose its effect, unless it 
be supported by a tone of affirmation in the speaker All attempts at exciting 
the feelings must prove ineffectual, unless they be enlivened by the voice of the 
speaker, by his look, and by the action of almost his whole body For when 
we have displayed energy in all these respects, we may think ourselves happy, 
if the judge catches a single spark of our fire, and we surely cannot hope to move 
him if we are languid and supine, or expect that he will not slumber if we yawn 
Even actors on the stage give proof of the power of delivery, since they add so 
much grace even to the best of our poets, that the same passages delight us 
infinitely more when they are heard than when they are read, and they gain 
a favorable hearing for the most contemptible performances, insomuch that pieces 
which have no place in our libraries arc welcomed time after time at the theatre 
If, then, in matters which we know to be fictitious and unreal, delivery is of 
such effect as to excite in us anger, tears, and concern, how much additional 
weight must it have when we also believe the subjects on which it is bestowed? 

For my part, I should be inclined to say that language of but moderate 
merit, recommended by a forcible delivery, will make more impression than 
the very best, if it be unattended with that advantage Accordingly Demosthenes, 
when he was asked what was the chief excellence in the whole art of oratory, 
gave the palm to delivery, and assigned to it also the second and third place, unul 
he ceased to be questioned, so that he may be thought to have esteemed it not 
merely the principal, but the only excellence It was for this reason that he 
himself studied it under Andronicus the actor, and with such success that 
Aeschines, when the Rhodians expressed admiration of his speech, appears to 
have exclaimed with great justice. What if you had heard him himself deliver it? 

Indeed, as words have much power of themselves as the voice adds a par 
ticular force to thought, and as gesture and motion arc not without meaning 
some great excellence must necessarily be the result when all these sources of 
power are combined 

• • * * 

Since delivery in general, as I said, depends upon two things, voice and 
gesture, of which the one affects the eyes and the other the ears, the two senses 
through which all impressions find their way into the mind, it is natural to 
speak first of the voice, to which also, the gesture is to be adapted 

In regard to it, then, the first thing to be considered is what sort of voice 
we have, and the next, how vve use it The natural power of the voice is cs 
Umated by its quantity and its quality 

But the good qualities of the voice, like those of all our other faculties, arc 
improscd by attention md deteriorated by neglect The attention to be paid to 
the voice by orators, however, is not the same as that vvhtch is required from 
singing masters, though there are many things equally necessary to both . 
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. . I may first make some remarks on gesture, which must be in concert 
with the \oice, and must, as well as the \oice, obey the mind 

How much power gesture has in a speaker, is sufficiendy evident from the 
consideration that it can signify most things even without the aid of words Not 
only a movement of the hand, but even a nod, m3y express our meaning, and 
such gestures arc to the dumb instead of speech 

In action, as m the whole body, the head holds the chief place, as contributing 
to produce both the gracefulness which I have just mentioned, and expressive 
ness But the chief part of the head is the face With the face we show our 
selves suppliant, menacing, soothing, sad, cheerful, proud, humble, on the face 
men hang as it were, and fix their gaze and entire attention on it, even before 
we begin to speak, by the face we express love and hate, from the face we under 
stand numbers of things, and its expression is often equivalent to all the words 
that we could use Accordingly in the pieces composed for the stage, the masters 
in the art of delivery borrow aid for exciting the feelings even from their masks, 
so that, in tragedy, the mask for the character of Acrope looks mournful, that for 
Medea, fierce, that for Ajax, indicates disorder of mind, that for Hercules, bold 
ness, while in comedy, besides other designations by which slaves, procurers, 
parasites, countrymen, soldiers, courtesans, maidservants, morose or good natured 
old men, careful or extravagant youths, arc distinguished one from another, the 
father, who plays the principal part, has, because he is sometimes in passion and 
sometimes calm, a mask with one of the eyebrows raised, and the other lowered, 
and it is the practice of the actors to turn that side more frequently to the audience 
which is more in accordance with the part of the character which they are playing 
[Discussion of the eye, nose, lips, neck, shoulders and arms follows J 
• • • • 

As to the hands, without the aid of which all delivery would be deficient 
and weak, it can scarcely be told of what a variety of motions they arc susceptible, 
since they almost equal in expression the powers of language itself, for other 
parts of the body assist the speaker, but these, I may almost say, speak them 
selves With our hands we ask, promise, call persons to us and send them away 
threaten, supplicate, intimate dislike or fear, with our hands we signify joy, grief, 
doubt, acknowledgement, penitence, and indicate measure, quantity, number 
and time Have not our hands the power of mating, of restraining, of beseeching 
of testifying approbation, admiration, and shame? Do they not, in pointing out 
places and persons, discharge the duty of adverbs and pronouns? So that amidst 
the great diversity of tongues pervading all nations and people, the language of 
the hands appears to lie a language common to all men . . 

Slowness in delivery is better suited to the pathetic, and hence it was that 
Roscius was inclined to quickness of manner, Aesop to gravity, the one acting 
in comedy and the other in tragedy The same observation is to be made with 
regard to the motion of the body, and accordmglv, on the stage, the walk of men 
in the prime of life, of old men, of military characters, and of matrons, is slow, 
while male or female slaves, parasites, and fishermen, move with great agility 

But the masters of the art of gesture will not allow the hand to be raised 
above the eyes or to fall lower than the breast, and consequently it must be 
thought in the highest degree objectionable to lift it to the crown of the Ind, 
or o bnng it down to the bottom of the belly ... 
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In regard to the feet, we observe how we place and bow we mo\e them 
To stand with the right foot advanced, and to advance at the same ume the 
hand and foot on the same side, is ungraceful It is sometimes allowable to rest 
on the right foot, but this must be done without any inclination of the rest of 
the body, and the attitude is rather that of an actor, than of an orator 

LUCIAN 

(c 120 200 a d ) 

Lucian of Samosata was a Greek writer who lived during the reign of Marcus 
Aurelius He was a lawyer for most of his life and also an instructor of rhetoric in 
Greece In his old age he became procurator of part of Egypt 

The numerous dialogues which he wrote illustrate life and manners during the 
second century a d Among them are a defense and exposition of the much admired 
Roman art of pantomime, from which we can form a lively impression of the per 
formance and the performer, both called the pantomime Professor James Turney 
Allen ( Stage Antiquities of the Greeks and Romans and Their Influence) suggests 
that Lucians derogatory remarks on tragic actors must not be taken as a portrait 
of the Greek actor of the fifth and fourth centuries b c More likely, Lucian s descrip- 
tion represents the decadence of tragic acting for the exaggeration he depicts is out 
of keeping with the simplicity of the Greek art in its heyday 


Of Pantomime 

In forming our estimate of tragedy, let us first consider its externals — the 
hideous, appalling spectacle that the actor presents His high boots raise him 
up out of all proportion, his head is hidden under an enormous mask, his huge 
mouth gapes upon the audience as if he would swallow them, to say nothing of 
the chest pads and stomach pads with which he contrives to give himself an am 
ficial corpulence, lest his deficiency in this respect should emphasize his dispro 
portionate height And in the middle of it all is the actor, shouting away, now 
high, now low — chanting his iambics as often as not, could anything be more 
res ol ting than this singsong recitation of tragic woes? The actor is a mouthpiece 
that is his sole responsibility, — the poet has seen to the rest, ages since From an 
Andromache or a Hecuba, one can endure recitative hut when Heracles himself 
comes upon the stage, and so far forgets himself, and the respect due to the lion 
skin and club that he carries, as to deliver a solo, no reasonable person can deny 
that such a performance is in execrable taste Then again, your objection to danc 
ing — that men act women's parts — is equally applicable to tragedy and comedy 
in which indeed there arc more women than men 

By comedy, the absurdity of the masks is actually claimed as one of its 
attractions On the other hand, I need not tell you how decent how seemly, is 
the dancer’s ature, any one who is not blind can see that for himself His very 
mask is elegant and well adapted to his part there is no gaping here, the lips 

Lucian Of Pantomime, The Works of Lucian of Samotata translated by H W Fowler 
ind F G Fowler Oxford at the Clarendon Preu 1S0J, Volume I! pp 25$ 265 passim Copj right 
IMf By pernun on of The Clarendon Press Oxford 
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are closed, for the dancer has plenty of other voices at his service. In older days, 
dancer and singer were one but the violent exercise caused shortness of breath, 
the song suffered for it, and it was found advisable to have the singing done 
independently 

As to the subjects treated, they arc the same for both, Pantomime differing 
from tragedy only in the infinite variety of its plots, and in the superior ingenuity 
and learning displayed in them 


And now I come to the pantomime What must be his qualification? 
what his previous training* What his studies* what his subsidiary accomplish 
ments? You will find that his is no easy profession, nor lightly to be under 
taken, requiring as it does the highest standard of culture m all its branches, 
and involving a knowledge not of music only, but of rhythm and metre, and 
abo\e all of your beloved philosophy, both natural and moral Rhetoric, too, 

in so far as that art is concerned with the exposition of human character and 
human passions, claims a share of its attention Nor can it dispense with the 
painter’s and sculptor’s arts, in its close observance of the harmonious proportions 
that these teach, it is the equal of an Appelles or a Phidias But above all 
Mnemosyne, and her daughter Polyhymnia, must be propitiated by an art that will 
remember all things Like Calchas in Homer, the pantomime must know all 
“that is, that was, that shall be”, nothing must escape his ever ready memory 
Faithfully to represent his subject, adequately to express his own conceptions, to 
make plain all that might be obscure,— -these are the first essentials for the pan 
tomime, to whom no higher compliment could be paid than Thucydides tribute 
to Pericles, who, he says, 'could not only concede a wise policy, but render it 
intelligible to his hearers’, the intelligibility, in the present case, depending on 
clearness of gesticulation 

For his materials, he must draw continually, as I have said, upon his unfailing 
memory of ancient story, and memory must be backed by taste and judgment 

Since it is his profession to imitate, and to show forth his subject by means 
of gesticulation, he like the orators, must acquire lucidity, every scene must be in 
telligible without the aid of an interpreter, to borrow the expression of the Pythian 
oracle, 

Dumb though he be, and speechless, he is heard 
By the spectator 

According to the story, this was precisely the experience of Cynic Demetrius 
He had imeighed against Pantomime in just your own terms The pantomime, he 
says, was a mere appendage to the flute and pipe and beating feet, he added nothing 
to the action, his gesticulations were aimless nonsense, there was no meaning m them, 
people were hoodwinked by the silken robes and handsome mask, by the fluting and 
piping and the fine voices, which served to set off what in itself was nothing 
The leading pantomime of the day — this was in Nero’s reign — was apparently a 
man of no mean intelligence, unsurpassed, in fact, in wideness of range and m 
grace of execution Nothing, I think, could be more reasonable than the request 
he made of Demetrius, which was, to reserve his decision till he had witnessed 
his performance, which he undertook to go through without the assistance of flute 
or song He was as good as his w ord The time beaters, the flutes, ev cn the 
chorus, were ordered to preserve a strict silence, and the pantomime, left to his 
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own resources, represented the loves of Ares and Aphrodite, the tell tale Sun, 
the craft of Hephaestus, his capture of the two lovers in the net, the surrounding 
Gods, each in his turn, the blushes of Aphrodite, the embarrassment of Ares, his 
entreaties — in fact the whole story Demetrius was ravished at the spectacle, 
nor could there be higher praise than that with which he rewarded the per 
former * Man, ’ he shrieked at the top of his voice, * this is not seeing, but hear 
mg and seeing, both ’tis as if your hands were tongues! ’ 

• * * * 

The pantomime is above all things an actor that is his first aim in the pursuit 
of which (as I have observed) he resembles the orator, and especially the com 
poser of declamations whose success, as the pantomime knows, depends like 
his own upon verisimilitude, upon the adaptation of language to character prince 
or tyrannicide, pauper or farmer, each must be shown with the peculiarities that 
belong to him I must give you the comment of another foreigner on this subject 
Seeing five masks laid ready — that being the number of parts in the piece — and 
only one pantomime, he asked who were going to play the other parts He was 
informed that the whole piece would he performed by a single actor Your 
humble servant, sir,” cries our foreigner to the artist, ‘ I observe that you have 
but one body It had escaped me, that you possessed several souls ” 

The term pantomime,’ which was introduced by the Italian Greeks, is an 
apt one, and scarcely exaggerates the artist s versatility Oh boy, ’ cries the poet, in a 
beautiful passage 

As that sea beast, whose hue 
With each new rock doth suffer change, 

So let thy mind free range 
Through ev’ry land, shaping herself anew 
Most necessary advice, this, for the pantomime, whose task it is to identify him 
self with his subject, and make himself part and parcel of the scene that he 
enacts It is his profession to show forth human character and passion in all 
their variety, to depict love and anger, frenzy and grief, each m its due measure 
Wondrous artf — on the same day, he is mad Athamas and shrinking Ino, he is 
Atreus, and again he is Thyestes, and next Aegisthus or Aerope, all one man s work 
• • • * 

I now propose to sketch out the mental and physical qualifications necessary 
for a first rate pantomime Most of the former, indeed, I have already mentioned 
he must have memory, sensibility, shrewdness, rapidity of conception, tact, and 
yj.dgw.ew.., fusdvtt, he must be a tsttic of poetiy ood song, capable of dvsctsomg 
good music and rejecting bad He must be perfeedy proportioned, neither 
immoderately tall nor dwarfishly short, not too fleshy (a most unpromising 
quality in one of his profession) nor cadaverously thin 

Another essential for the pantomime is ease of movement His frame must 
be at once supple and well knit, to meet the opposite requirements of agility and 
firmness 

The fact is, the pantomime must be completely armed at every point His 
work must be one harmonious whole, perfect in balance and proportion, self-con 
sistent, proof against the most minute criticism, there must be no flaws, everything 
must be of the best, brilliant conception, profound learning, above all human 
sympathy When every one of the spectators identifies himself with the scene 
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enacted, when each sees m the pantomime as in a mirror the reflection of his own 
conduct and feelings, then, and not till then, is his success complete But let 
him reach that point, and the enthusiasm of the spectators becomes uncontrollable, 
every man pouring out of his whole soul in admiration of the portraiture that 
res cals him to himself 

But in Pantomime, as in rhetoric, there can be (to use a popular phrase) too 
much of a good thing, a man may exceed the proper bounds of imitation, what 
should be great may become monstrous, softness may be exaggerated into effeminacy, 
and the courage of a man into the ferocity of a beast I remember seeing this 
exemplified in the case of an actor of repute In most respects a capable, nay, an 
admirable performer, some strange fatality ran him a ground upon this reef of 
over-enthusiasm He was acting the madness of Ajax, just after he has been 
worsted by Odysseus, and so lost control of himself, that one might have been 
excused for thinking his madness was something more than feigned He tore the 
clothes from the back of one of the iron shod time beaters, snatched a flute from 
the player’s hands, and brought it down in such trenchant sort upon the head of 
Odysseus, who was standing by enjoying his triumph, that, had not his cap held 
good, and borne the weight of the blow, poor Odysseus must ha\e fallen a victim 
to histrionic frenzy The whole house ran mad for company, leaping, yelling, 
tearing their clothes Tor the illiterate riffraff, who knew not good from bad, 
and had not idea of decency, regarded it as a supreme piece of acting, and the 
more intelligent part of the audience, realizing how things stood, concca'ed their 
disgust, and instead of reproaching the actor’s folly by silence, smothered it under 
their plaudits they saw only too clearly that it was not Ajax but the pantomime 
who was mad However, it seems that when he came to hts senses again he 
bitterly repented of this exploit, and was quite ill from gnef, regarding his con 
duct is that of a veritable madman His mortification was increased by the 
success of his rival, who though a similar part had been written for him, played it 
with admirable judgment and discretion, and was complimented on his observance 
of decorum, and of the proper bounds of his art. 


[ 33 ] 



in. THE MIDDLE AGES 

The Anonymous Actor 


Dramatic acting degenerated into spectacular exhibitions and solo perform^ 
ances during the decline of the Roman Empire The political ‘ bread and arcuses 
of the decaying Roman civilization, the dislocation of theatrical tradition under 
the impact of the Germanic conquerors, and later the vigorous religious objection 
of the Christian church virtually destroyed professional theatrical activities Bv 
the fifth and sixth centuries ad, acting in formal tragedies and comedies had 
become a lost art. 

Although the absence of written drama and regular theatres during the period 
known as the Dark Ages suggests a world to which the art of acting was utter!) 
unknown, the existence of various semi-dramatic forms of popular entertainment 
remind us that the mimetic impulse persisted despite church condemnation of 
theatrical activity The folk dances and games performed in feudal ullages as 
well as the reatations before the nobility by the Teutonic scop, the Anglo-Saxon 
gleeman, or the later French jongleur all contained elements of theatre Although 
these entertainers cannot legitimately be called actors, since impersonation or 
the assumption of dramatic personality was absent from their activity, their per 
formances preserved some of the essentials of acting 

It was the wandering mime whose tricks and comic antics kept ahte the 
tradition of professional acting in an age devoid of theatres and plays The ex 
tremely popular mimes were the sole Roman theatre artists to survive during the 
early part of the Christian era and through the Middle Ages With jugglers 
and acrobats they provided entertainment to all classes of people Like their Roman 
ancestors they were considered outcasts and vagabonds, beyond the pale of justice 
and religion But their tremendous popularity in the village streets and in the 
courts of the great lords won for them a permanent place in the medieval world 

Some of these mimes narrated heroic deeds, some chanted lusty songs and 
danced clownish steps, and others engaged in satirical jesting A few were attached 
to the courts of noblemen, others in the later part of the era were hired occasionally 
to enliven the performances given by the amateurs of the celrgums and craft 
guilds Most, however, wandered from town to town providing merriment, and 
living poorly on what they could earn from their sporadic activities Religious 
antagonism and social stigma prevented the vagrant players from developing 
a reputable histrionic art until the early days of the Renaissance 

Paradoxically, it was within the church itself, formidable antagonist of the 
atrical representation, that both formal drama and acting were reborn m the 
Middle Ages Out of the antiphonal singing in the Christian service came the 
basis for a drama utilizing the Christian epic, life from the Creation to the 
Judgment Day Priests, chanting brief Latin dialogues or tropes, were the first 
medieval actors The great Easter services provided the framework for the develop 
ment of liturgical drama, which grew by accretion from the four line Quem 
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Quaentis trope announcing the resurrection of Chrot to the lengthy aeries of 
scenes dramatizing the whole of the Biblical story 

Growing in size and complexity, the liturgical drama was mo\ed from the 
choir of the church to the na\e, and from the nave to the church porch The 
intrusion of secular humor and the substitution of \ernacular prose for the 
Latin chant forced the religious drama out of the confines of the church into the 
ullage streets Priests chanung a brief Latin dialogue as part of the church service 
were replaced b) laymen, members of craft guilds, civic organizations, and 
religious clubs They breathed local color into the plays and developed incipient 
comic elements 

Throughout Europe in the fourteenth and fifteenth centuries vast numbers 
of these amateur actors played serialized dramatizations of the Biblical narrative 
as well as the lives of the saints and the Passion In their hands the drama 
became an expression of the whole community Each man had his share in the 
great religious presentations either as actor, scene buildfcr, or spectator Like the 
unsung builders of the great medieval cathedrals, the anonymous actors of the 
Middle Ages were inspired by a communal, religious viston which made this an 
cn of great collective drama 

Based upon a religious impulse centered in an international church, the 
medieval drama was much the same in each of the countries where it flourished 
Universal were the mystery plays, cycles based upon the Bible, which presented 
the stones and dogma of religion to a public which had no access to the wntten 
scriptures Four such cycles the Totineley Chester Yor\, and Coventry have 
survived from England, and three from France, Le \/y stire du Vic! Testament, 
Mysore de Houieas Testament and Les Actes des ApStres In addition there 
were plays dramatizing Christs Passion and the lives and miracles of the saints 
The morality plays, popular in the fifteenth century, were abstract didactic 
and allegorical In these individual plays the pageant of the die Bible was 
abandoned for the presentation of ‘Everyman ’ in his struggle between good and 
evil Essentially dramatized sermons the moralities utilized characters that were 
personifications of human vices and virtues Good Deeds, World lust, and 
I«echcry arc among the dramatis personae Simpler and more direct than the 
unutcldly mystery plays the moratities were influenced by Renaissance human 
ism and provided a transition from religious drama to secular national drama 
Professional players eventually attached diemselves to the morality plays In the 
morality Mankind we find an early illustration of actors in an tnn yard interrupting 
a dramatic moment of their performance to collect money from the spectators 

Interspersed throughout the dogmatic, religious moralizing of medieval dranu 
vvas a spirit of lively comedy and crude realism If, for example, in a performance 
of one of the mystery cycles, the scene of Christ in the Temple vvas full of drv 
theological discussion, the Harrowing of Hell was vivid and exciting The antics 
of the devils, the ranting of Herod or the domestic difficulties of Noah and his 
shrewish wife were alive with comedy, satire, and homelv realism ‘'eture in 
their faith the people could burlesque their religious ceremonies in such raucous 
celebrations as the Teast of die Ass and the Teast of the Boy Bishop The conic 
interlude, the farce, and the antics of mimes and fools ssere as vital a force in 
m-dieval theatre as the rrlipous plays 

In France the mrstcries were performed by amateur actors, of whom d *■ 
most famous svere the ntrens and craftsmen of the Confrene de h Tatt 
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organized in the early part of the fifteenth century Other groups, like the 
Basochians, an organization of law clerks, banded together to perform moraltty 
plays and farces, such as the famous Maitre Pierre Pathehn Softies (political 
farces), were played by the lively fools companies like the famous Enfants 
Sans Sottci 

Italy, Spain, and Germany also witnessed a similar development from liturgical 
drama to popular religious plays with the simultaneous existence and intrusion of 
farce and buffoonery Italy had the sacre rappresentaziom, Spam the autos sac 
ramentales In Germany, for example, there were amateur performances of 
Shrovetide farces, of which Hans Sachs was the greatest writer 

In England the mystery cycles, once they emerged from the church, were 
performed by members of the various craft guilds as a civic function On festival 
days, notably the Feast of Corpus Chnsti, the long cycles were presented on pageant 
wagons Attempts were made to give the individual scenes an air of local perti 
nence, for example, the Shipwrights produced the pageant of The Building of the 
Ar\ the Fishers and Manners did Noah and the Flood and the Butchers were on 
some occasions responsible for The Crucifixion Costumes were not historically 
accurate, but vivid and splendid — black jackets with nails on them for the 
tormentors of Christ and skins of white leather for God s garments 

The actors were frankly amateur, but the honor of the guild and the pride 
of the town demanded that they perform their roles fastidiously Performers were 
provided with food and drink during rehearsals and performances, in addition 
to receiving some payment for their work Shakespeare’s amusing portrayal of the 
attempted performance of Bottom and his craftsmen in A Midsummer Night's 
Dream no doubt reflected the professional artist’s pleasant scorn of the rustic 
amateur The best evidence, however, of the success of these craftsmen was their 
ability to maintain the interest of a rowdy holiday crowd during the long per 
formances Karl Mantzius {A History of Theatrical Art ) cues the story of 
Lyonard, the young barber’s apprentice of Metz who ‘ performed the part of St. 
Barbara so thoughtfully and reverently that several persons wept for pity, for 
he showed such fluency of elocution and such polite manners, and his countenance 
and gestures were so expressive when among his maidens, that it pleased every 
body and could not have been better done’ Lack of individual characterization 
in the mystery plays did not prevent the development of dramatic speaking, such 
as Herod s ranting recalled later in Hamlet’s ads ice to the players Certainly 
the morality plays with their emphasis on human foibles gave actors opportunities 
to delineate human characteristics Preoccupation with realism which showed 
vat'A w. Vwfi. tiafouiTfte ■swr.vt tSiCB -arri xxftcuma> •pixhrddq -Jao ■afltf.cr.S'i 

the quality of medieval acting Charles Mills Gayley in Plays of Our Forefathers 
highlights the realism of the actors by pointing out that ‘in the Passion play 
of Metz, in 1437, both the vicar who was crucified as Christ, and the chaplain 
who hanged himself for Judas, came so near dying that they had to be taken 
down and rubbed with restoratives ” 

By the sixteenth and seventeenth centuries these various medieval forms of 
drama with their amateur actors were replaced by secular, national dramas written 
and acted by professionals Groups of amateur mystery players may have become 
professionalized when they toured the countryside and received payment for their 
performances The growing interest in popular secular drama undoubtedly at 
traded some of the old mimes and minstrels who became regular strolling players 
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of moralities and interludes This growing professionalism, the unpact of the 
Renaissance, and the antagonism of Protestantism eventually destroyed the amateur 
religious drama In this transitional period the professional actor emerged once 
more, leaving behind the mass of anonvmous amateur players whose devotion, 
diligence, and pride in their avocation paved the way for the rebirth of pro- 
fessional acting 

MIME VITAL1S 

Little is known of the mime named Vitahs whose artistry is celebrated in tbe 
following Epitaph The precise period m which he lived has not been determined, 
but he may belong to the medieval age, perhaps to the ninth century The Epitaph, 
with its description of the dramatic vigor of the mime, is one of the grams of cvi 
dence that documents the persistence of mimic artists Surviving throughout the 
Middle Ages and into the Renaissance, the mimes and minstrels formed the nucleus 
from which the professional players of the mid sixteenth century developed 

Epitaph for Mime Vitahs 

What shall I do to thee, Death, that thou wilt not let us alone? 

No jests can gratify thee, no joy can come near thy throne 
Here in this town I won fame, here a rich house I had, 

\nd here applause was showered on me, for 1 made the people glad 
Always I laughed, for I thought, If we cannot laugh and sing, 

What use is this silly old world, tired with its wondering?’ 

I calmed every raging hearth that was fiercely burning for wrong. 

Grief that was bitter with tears would smile when I sauntered along, 

And fear that was pallid and chill would vanish away when 1 came, 

Tor each hour spent with me was a joy-hearts leaped with delight at my name 
In gesture and word — yea, even when I was talking with serious art, 

Joy came on the stage with me, I brightened each weary heart 
When I spoke I so changed my face, my habit so altered, and tone, 

Men thought that many were there where I stood all alone 
How oft did they laugh to see, as I mimicked a dainty wife, 

My gestures so womanly quaint, the shy blush done to the life! 

O Death, thou has slam more than me, for when me you earned away 
You carried a thousand off on this bitter predestinate day 
I. to whom life was dear, am mournful now and sad, 

O Strangers, who read these lines, pray that my path be glad 
‘What joy, Vitahs, you gavel — this you must utter in prayer — 

Where’er you may go from this earth, may joyousness meet you there 1 ’ 

REGULARIS CONCORDIA 

Etheluold, Bishop of Winchester, wrote an appendix to the Rule of St Bene 
diet sometime in the third quarter of the tenth century Among other religious 

[j tiph for Mime \itali quoted bf Allirdrce N coll Mob M w fl wo toi 
don George C Harrap and Com"any, Ltd 1931, p. 9J Copyright I9JI By perrauuon of Hirrap 
and Co. 
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regulations, he gave instructions for the proper methods of performing the Quem 
Quaentis a segment of the Easter service The suggestion of chanted dialogue, 
dramatic action, and imitation m his instructions have caused this brief trope to be 
called liturgical drama. It was from this type of simple interruption in the regular 
church service that the vast, popular, amateur medieval drama grew 


Bishop Ethel wo Id’s Instructions for Acting m a Quem Quaentis Trope 

While the third lesson is being chanted, let tour brethren vest themselves, 
of whom let one, vested in an alb [a white linen robe], enter as if to take part in 
the service, and let him without being observed approach the place ot the sepulchre 
and there, holding a palm in his hand, let him sit down quietly While the third 
responsory is being sung, let the remaining three follow, all of them vested in 
copes [mantles worn over the alb], and carrying in their hands censers filled with 
incense, and slowly, in the manner of seeking something, let them come before 
the place of the sepulchre These things done in imitation of the angel seated 
in the monument, and of the women coming with spices to anoint the body of 
Jesus When therefore that one seated shall see the three, as if straying about and 
seeking something, approach him, let him begin in a dulcet voice ot medium 
pitch to sing 

Quem quaentis in sepulchro, 0 Chnsticolae? 

Whom seek ye in the sepulchre, O followers of Christ ? 

When he has sung this to the end, let the three respond in unison 
Ihcsum Nazarenttm, cruet fixum, o caehcola 
Jesus of Nazareth, which was crucified, O celestial one 

To whom that one 

Non est hie, surrextt, ucut praedixerat 
lie, nuntiate quia surrextt a mortuis 
He is not here, he is risen, just as he foretold 
Go, announce that he is risen from the dead 

\t the word of this command, let those three turn themselves to the choir, 
saying 

Uleluia 1 lesurrexit Domtnus 
\lleluia' The Lord is risen today 

This said let the former, again seating himself, as if recalling them, sing 
the anthem 

Vemte et videte locum 
Come and see the place 

And saying this, let him rise, and let him lift the veil and show them the 
place bare of the cross, but only the cloths laid there with which the cross was 
wrapped Seeing which, let them set down the censers which they carried into 
the same sepulchre, and let them take up the cloth and spread it out before the eyes 

Regulin Concordia of St Ethel wold m Joseph Quincy Adams Chief Pet Shakes ptatea i 
Dramas Boston Houghton Miffl n Company, 1924 pp 9 10 Copyright 1924 By perm ssion of 
Houghton Mifflin Co 
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of the clergy, and, as if making known that the Lord had risen and 
now therein wrapped, let them sing this anthem 
Surrexit Domtnus de sepulchro 
The Lord is risen from the sepulchre 

And let them place the cloth upon the altar The anthem being ended, let 
the Prior, rejoicing with them at the triumph of our King in that, having con 
quered death, he arose, begin the hymn 
Te Deum lattdamus 
We praise thee, O God 

This begun all the bells chime out together 

THE REPRESENTATION OF ADAM 

The Representation of Adam is the oldest of the French mystery plays, dating 
from the twelfth century The three parts of the play — The Fall of Adam and Eve, 
The Murder of Abel, and The Prophecies of Christ — were written in Norman dia 
lect Instructions in Latin indicating the type of scenery, the costumes, and the ges 
tures used accompany the text In the following selection from the introductory 
comments we find an early example or medieval histrionic precepts The stress on 
appropriate gesticulation suggests medieval antecedents for Hamlet’s advice to the 
pla>ers 

The Representation of Adam 

[Introductory instructions] 

Paradise shall be situated in a rather prominent place, and is to be hung 
all around with draperies and silk curtains to such a height that the persons who 
find themselves m Paradise are seen from their shoulders upward There shall be 
seen sweet smelling flowers and foliage, there shall be different trees covered with 
fruit, so that the place may appear very agreeable Then the Savior shall appear, 
robed in a dalmatica [chasuble of the deacons], Adam and Eve place themselves 
in front of him Adam dressed in a red tunic. Eve in a white garment and white 
silk veil, both use before Figiira [God], Adam nearest, bending his head, Eve 
lower down Adam shall be trained well to speak at the right moment, so that he 
may come neither too soon nor too late Not only he, but all shall be wdl prac 
used in speaking calmly, and making gestures appropriate to the things they say, 
they shall neither add nor omit any syllable of the metre, all shall express them 
selves in a distinct manner, and saj in consecutive order all that is to be said 

PLAYERS AT YORK AND CHESTER 

Lttde is known about the anonymous untrained amateur players who partici 
pated m the great religious drama of the fourteenth and fifteenth centuries The) 
were ordinary members of the towns and of the craft guilds Those who had nat 

"The Representat on of Adam quoted by Karl Mantzius A History of Thttlrtctl Art tn An 
dent tnj Ho Jem Times, translated by Louise von Cossel Nc» York Peter Smith 19J7 Volume 
H The M ddle Ages and the Rena stance pp 9 10 
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ural ability were probably chosen to participate m the performances. Civic pride 
undoubtedly selected the best talent available. The care and interest of the com- 
munity created among the amateurs a tradition of histrionic excellence that persisted 
into the early days of the Renaissance. 


Acting Regulations for the York Piays 

...And all manner of craftsmen bring forth their pageants in order and 
course by good players, well arrayed and openly speaking . . . And that c\cry 
player that shall play be ready in his pageant at convenient time. . . .* 

. . . That yearly in the time of Lent there shall be called before the mayor 
for the time being four of the most cunning discreet and able players within the 
city, to search, hear, and examine alt the players and plays and pageants through- 
out all the artificers belonging to the Corpus Christi play. And all such as they 
shall find sufficient in person and cunning, to the honor of the city and the 
worship of the said crafts, for to admit and able, and all other insufficient persons, 
either in cunning, voice or person to discharge, remove or avoid . 2 

From Banns of Performance at Chester 

[The plays are not] contrived 

In such sort and cunning, and by such players of price 

As at this day good players and fine wits could devise, 

By crafts men and mean men these pageants are played 

And to commons and countrymen accustomably before. 

If better men and finer heads now come, what can be said? 

But of common and country players take thou the story; 

And if any disdain, then open is the door 

That let him in to hear; pack away at his pleasure; 

Our playing is not to get fame or treasure 

J rrom a proclamation issued at York in 1415 

*From York order of 1476 regulating choice of actors. 

Quoted in York Play:, edited by Lucy Toulmin Smith. Oxford at the Clarendon Press, 1 885. 
pp xxxiv, xxxvii 

Quoted by £. it. Chambers 1 The JV { rJut al Slaje Oxford j; she GlwxuW JVr.s.v ISJUU Vol 
II. p 311. 
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The Commedia dell’ Arte 

During the Renaissance the actor emerged once more as an individual 
artist The anonymous players of mysteries and the roving troupes of jugglers and 
farceurs gave way on the whole to professional acting companies and individual 
great actors, just as the unknown authors of medieval religious plays were re 
placed by the great names of Ariosto, Lope de Vega, Marlowe, and Shakespeare 
In the same manner the unindividualized treatment of the Biblical epic and the 
abstract allegory of the morality plays were absorbed into the dramatization of 
individual passion and ambition m the extraordinary flowering of drama during 
the sixteenth and seventeenth centuries 

The anonymous, religious, and allegorical medieval drama was as inter 
national as the church out of which it grew, but the drama of the sixteenth 
century, despite the common interest in the newly discovered classical dramas, 
soon became intensely national We may turn to Italy first as the source of 
those ideas, interests, and developments which we call the Renaissance 

By a unique combination of circumstances Italy was the first of the European 
nations m which an awakened interest in the ancient world joined with a new 
spirit of secularism Man and his works, desires, and gratifications began to take 
the place formerly occupied by religion and the church In this atmosphere grew 
the artistic creations of Da Vina, Michelangelo, Petrarch, and Boccaccio Out 
of a new academic humanism too grew those neo-classical plays which were 
the source of an interest in drama and theatre that was not Biblical and religious 
Of these plays, early tragedies written in Latin — Ugolmo Pisam’s Pfulogenta 
and Gregorio Corrados Prague — or those written finally in Italian, such as the 
Sofontsba of Giovanni Giorgio Tnssmo and Giovanni Rucellais Oreste, were 
rather close imitations of Seneca The more successful comedies were on the 
whole imitative of Terence and Plautus, like the CaJandna of Cardinal Bibbiena, 
based on Plautus’ Menaechmi The original Italian plays of Ariosto, Machiavelh, 
and Aretino, satirical descriptions of contemporary society, were marked by a 
licentiousness, violence, and superficiality which did not produce great national 
drama Italy, torn by internal dissension and foreign intrigues, was probably 
not yet ready for such a development Perhaps Italian genius has never excelled 
in literary drama These early attempts by the Italians, however, provided the 
groundwork upon which many of the great Renaissance dramatists in other 
countries built their art 

The most brilliant aspect of the early Italian Renaissance theatre was the 
audience for which these plays were performed The great princes of the Italian 
cutes such as Lorenzo the Magnificent, and the wealthy Cardinals and Popes 
patronized theatre artists It was on their private court stages that early Renats 
sance dramas and great pastoral and operatic spectacles were performed for 
extravagant, cultured audiences Painted scenery, perspective, the proscenium 
arch theatre, elaborate costume, and mechanical contrapuons were developed and 
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expanded for their pleasure Although theatrical designers found a basts for their 
innovations in classical precedent, m the De Architecture of Vitruvius, for ex 
ample, the lavish theatres and spectacles of the Renaissance mirrored the magmfi 
cencc of this period in Italian history Of actors one hears Jude in these theatres 
for it was a stage dominated by inventive stage machinery and design The 
players were frequently learned amateurs or professional men of letters, with the 
usual jugglers and buffoons attached to the courts of the great nobles 

For the true actor we must turn to the unique Italian institution, the commedia 
dell arte Although Winifred Smith, in her study The Commedia dell Arte 
suggests that in its final form the commedia drew much from the courtly the 
atres of which we have just spoken, it is in the popular sixteenth century theatre, 
on the street corners, in the squares, at the great festivals with the mountebanks 
jugglers, and tumblers that the professional players may be found Without a 
theatre, without the aid of elaborate scenery or stage machinery, these actors per 
formed an improvised drama with skill and style which was to make their com 
panics the paragon of the actors’ theatre for many years to come 

The term commedia dell arte all impromo the professional improvised 
comedy, best explains the art of these actors Groups of trained ingenious actors, 
each impersonating a stock character, banded together to perform a repertory of 
conventional dramatic forms with only a skeletal script One of the earliest of 
these groups was that of Ruzzante (Angelo Beolco 1502 1542), who was called 
the Plautus and Roscius of his age They played from a scenario or plot 
probably provided by the director of the group The individual actor supplied 
his own dialogue upon the theme of the play Those scenarios which have sur 
vtved for us to investigate seem dull and lifeless but the plot or play script was 
obviously the least important aspect of these performances 

It was no doubt the characters and the lazzt short interpolated comic business, 
stunts, and witty comments which gave these performances their life and color 
Both the type of comedy and the characters used in the commedia seemed to have 
roots not only in the popular medieval comic characters, but bear traces of the art 
of the Roman mime, the Atellanae and even of the Greek and Dorian mimes Allar 
dyce Nicoll, among others, has attempted to trace this continuity of the popular 
theatre in his volume Mas\s Mimes and Miracles Even without proven ancient 
sources for the work of the commedia dell arte it is obvious that they built their 
art on very popular, traditional elements 

The stock types that peopled every play given in the improvised performances 
of the commedia had sharp, well defined characteristics What is curious is that each 
actor became identified with one of these characters and spent his professional life 
perfecting the role A great actor might even give his own name to a character, as 
did Isabella Andrcim (1562 1604) A full listing of the commedia types cannot be 
given here, the best organized, extensive description is given m Allardyce Nicoll s 
book Among the baste stock characters were the following Usually each play had 
a pair of young lovers the mnamorato and the mnamorato fairly straight parts 
which, however, demanded wit and charm in manner and language Some of the 
greatest names of the commedia were associated with these roles Giovan Battista 
Andreim (1579 c 1652), writer and theatrical manager, won great fame for his por 
trayal of Lelio, an mnamorato Flamimo Scala (b 1578), whose collection of scenarn 
has been preserved, played the young lover called Flavio Among the women there 
was, of course, the great Isabella Andreim, mother of Giovan, a beautiful, talented 
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actress and poet, who created an innamorata called after her name Orsola Ceechim 
wife of the actor Pietro Maria Cecchim, played as Flammia 

Typed conuc characters were sharply tdcnuflcd with the com media There was 
the Capttano, a comic, braggart warrior, plajed by such celebrated actors as Francesco 
Andreim (1550 1624), husband of Isabella The foolish old Dottore, jurist or med 
ical men, amused the audience with his pedantic manner, wind) Latin, and half 
digested knowledge The old man Pantalone, who was either mean, greedy, and 
lascmous, or silly and doting was a fatonte character Antonio Riccoboni, father 
of the more famous Luigi, played a Pantalone character 

Of all the commedia characters, the zanm — masked, madcap comic sen ants 
whose acrobatic antics and tricks prosided so much of the serve of these perform 
nnces — were the most celebrated Arlecchmo, wearing a patched motley costume 
with a half mask and a skullcap, was the most famous of the sanm Among the 
creators of this role were Tnstano Martmelh (1557 1630), author also of a volume 
called Compositions de rhetonque, and Evansto Gherardi, who left a six volume 
collection of scripts in Le Theatre Itahen de Gherardi (A selection from his preface 
is printed here ) To Arlecchmo may be added Bnghella and Ptilctnella his bolster 
ous companions, and another comic rogue, Scapmo Finally in this tradition ap- 
peared Scaramouche the creation of the actor Tibeno Fiorilh (c. 1608-1694), who, 
in France, shared the Petit Bourbon with Mohere, and is said, indeed, to hase been 
Moheres master 

This complex, yet spontaneous art did not belong to the theatre of the streets 
alone, although it probably had its origin there These actors found their way into 
the great courts, where their art replaced tn fas or the moribund art of the classicists 
and academicians The famous companies of these actors, for example, the Gelosi 
to which Isabella Andreim belonged were feted in both Italy and France Part 
of the Gelosi troupe performed in England and Spain Another famous company 
was the Confident! with whose fortunes the names of Flamimo Scala and Nicolo 
Barbicri were tied for a time The Cecchinis and Tnstano Martmelh were asso- 
ciated with the group known as the Aceesi, as were Giosan Battista Andreim and 
his wife, Virginia (d 1627) who later formed a company known as the Fed eh The 
life and trasels of the companies, who were commanded to perform by all great 
rojaltj, form a picturesque odyssey 

For many years these Italian companies were greatly admired in France Cath 
enne de Medici mvited Alberto Ganassa of the original Gelosi company, to play 
m France Later Henry III of France brought some of the Gelosi players to hts 
court Under Henry IV and Louis XIII and his Media wife the commedia per 
formers continued to be popular in France Mane dc Medici wrote to Tnstano 
Martmelh, the famous Arlecchmo * neser has any troupe been so wished for in 
France as jours, since I hear it is very perfect ’ The early natne French actors were 
often forced to compete with the fasored Italian companies By 1697, however, the 
Thfatre Itahen in Pans was dosed Some time later, in 1716, a new troupe, called 
the Regents Company, was established m Pans under the leadership of Luigi Ric 
cobom He attempted to elevate the commedia dell arte to literary drama, but un 
able to compete with the now established French stage, he returned to the traditional 
entertainment of the commedia 

In the middle of the seventeenth century the improvised Italian comedy reached 
its peak During the next hundred years its inspiration u’aned, and bj the second 
half of the eighteenth century the commedia disappeared The influence of this 
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great actors’ theatre was, however, significant and enduring Its companies had 
traveled to most of the European countries, among them Austria, Spain and Eng 
land, where they left the impress of their original art William Kemp, the famous 
Elizabethan comedian, may have seen, and then imitated, their styte Mol lire, in 
his writing and in his acting, learned from the commedia artists Their spontaneous, 
improvisation'll technique left a heritage which can still be seen m the artistry of 
Charlie Chaplin’s * little man’ with the baggy pants, and the universal personality 
of their stock comtc types survives today in the figure of Pierrot 

In the commedia women for the first time m theatrical history assumed an 
important position Ornament of the Gclosi company, Isabella Andreini, whom 
poets celebrated in innumerable sonnets, was honored in Italy and in Trance as 
actress, dramatist, and poet Umimtrd by the immorality and shamelessness of 
the Roman mimes, Isabella stands as the first great professional actress The com 
media boasted other excellent actresses — Orsola Cecchint, known as Flaminta, and 
Isabella’s daughter m law, Virginia Andreini, known as Florinda in comedy The 
animosity of these two talented actresses, as recorded by Winifred Smith in Italian 
Actors of the Renaissance forms one of many intriguing sidelights on the life and 
ways of the commedia artists 

Having emerged from insecurity and anonymity the actors of the commedia 
were the first histrionic artists to record their methods of work and their artistic 
ideals Although their unique art has almost completely disappeared as a theatrical 
form, they have left us evidence of their approach to characterization and their con 
ceptton of comic art It is fitting that the creators of the first great actors’ theatre, 
a theatre built almost completely upon the artistry of the professional actor, should 
be the first to leave a personal, written analysis of their art 

LEONE Dl SOMI 

(1527 1592) 

Leone dt Somi, of n distinguished Jewish family in Mantua, was an actor man 
ager in the second half of the sixteenth century He directed a company which 
furnished the nobility of Mantua with most of its entertainment, he became the offi 
cial author and theatrical manager of the Academy of the Invaghiti, and he proposed 
the establishment of a permanent public theatre Di Somi typified the practical the 
atre artist who directed performances of academic, courtly drama 

A man of literary talent, who found time among his many activities to promote 
the welfare of the Jews in Mantua and to compose poetry w bolb Hebrew and Ital 
lan, di Somi wrote between 1556 and 1565 a senes of Dialogues on Stage A0airs 
The only extant copy of the Dialogues is in the Bibliotcca Pilatma in Parma In th s 
early study be described the stage machinery and the costuming of the magnificent 
court performances The third dialogue, which follows, is devoted to rules of acting 
and includes comments on stage truth speech, appropriate gesture, and movement 
In his preface to the reader of the Dialogues, di Somi modestly declares 4 1 be 
lieve that these four Dialogues — which truly were composed more for my own per 
sonal convenience than from any desire of securing fame — may be of use to others 
and to myself as a set of rules, or at least as a record of what must be done in writing 
or m producing any dramatic poem, otherwise, I have no doubt, they would prove 
but useless and ill pleasing I earnesdy beg whoever reads these dialogues for utility 
to accept whatever is to his purpose (for it is impossible that they can be entirely 
without service) and pardon me for the rest on account of the difficulty of my 
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theme I warn any persons who are not seeking for matter of information that they 
may expect neither usefulness nor pleasure in these writings, since my principal aim 
in this heavy task has been only to record, rather for myself than for others, in due 
order those more important rules and more necessary precepts of which I myself 
have often had to avail myself when obeying the commands of the authorities ’ In 
the preface di Somi also justified his serious approach to dramatic production by 
imoktng the analogy of the world as a stage and by pointing, in typical Renaissance 
manner, to the moral value of theatrical endeavors 

Allardyce Nicoll, who has made the Dialogues available, has deplored the fact 
that they ha\e been generally neglected, asserting that they constitute an m\aluable 
commentary on stage practice and on histrionic method at the period of their com 
position, probably about the year 1565, approximately when Shakespeare was born * 


Dialogue on Acting 

In the Third Dialogue there are treated the rules of acting the method of 
costuming and everything that appertains to the stage tilth many valuable 
comments 

Interlocutors Santino, Massitmano, and Veridico 
S amino Wc shall be in luck if this excellent fellow gives us as good material on 
the producing of plays as he has given in his other talks I like his way of al 
ways presenting valid reasons for all his arguments Lets start by inquiring 
how you would set about getting a play ready, supposing, say, the Prince ordered 
you to start producing one immediately 
Veridico You are presuming, are you, that he has chosen the piece already? 
Santino No I presume that you have the job of finding one 
Vlpidico Well, first of all I should endeavor to obtain a play that satisfied me, 
one presenting those qualities which I said specially concern such works of art, 
abo\e all written in a good prose style and not made tedious by many soliloquies 
or long-drawn-out episodes or useless dialogue, for I agree with those who declare 
that a play is perfect when the omitting of the smallest part renders it imperfect. 
If possible, I should try to get a new play, or at least one little known, avoiding 
as far as I could those already m print, however masterly they might be, partly 
because every novelty gives pleasure, and partly because it is certatn that those 
comedies which the audience knows beforehand have little interest There are many 
reasons for this, chief among which, I believe, is the fact that, since the actor has 
to try as hard as he can to cheat the spectator into the belief that what he sees 
on the stage is true, if the auditor knows already the dialogue and the action of 
the piece the cheat seems too open and absurd, the plot loses that impression of real 
lty with which it must always be associated, and the spectator, as if he imagined 
that he had been laughed at, not only condemns the show but chides himself for 
hiving childishly gone, as the proverb says, on a wild goose chase This does not 

The Dialogues of Leone di Somi (111$ or 1165) in Allardyce N coll The Detelopmenl of 
the Tlcatre A Study of Theatrical Art from the Beginnings to the Present Day New York Har 
court Brace and Company, 1937, Appendix B, pp 210 213 Copyright 1937 By permus on of 
Harcourt Brace & Co 
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occur m the presentation of new plays, for, however much the spectator realizes 
from the beginning that he is going to listen to fictional things, yet as he remains 
intent upon the novelty of the events it seems that little by little he voluntarily 
permits himself to be cheated until he imagines — if the actors are as accomplished 
as they ought to be — that he is really looking upon an actual scries of real events 
Santino Certainly all you say is true, for I myself have attended good perform 
ances of really fine printed plays, and I, in common with others, have found mysdf 
dissatisfied On the other hand, I have derived immense pleasure from seeing 
other plays which, while they were not nearly so good, were new to me 
Massimiano Now you have told us about choosing a play would you say a few 
words about your method of production? 

Veridico First 1 have all the parts carefully copied out and then choose the actors 
who seem to me fittest for the various roles (taking as much stock as possible of 
those particular qualities which I shall deal with later) I then gather them all 
together in one room and give each one that part for which he is most fitted I 
get them, after that, to read the whole play in order that they even the children 
who take a share in it, may learn the plot, or at least that portion which concerns 
them, impressing on all their minds the nature o( the characters they have to 
interpret Then I dismiss them and give them time to learn their parts 
Massimiano This presents a clear start Now we come to the quesuon of choos 
ing the actors and distributing the roles — truly a most serious matter 
Veridico You may be surprised to hear me say — indeed, I should set it forth 
boldly as a fundamental principle — that it is far more essential to get good actors 
than a good play To prose the truth of this it is only necessary to call to your 
minds the number of times we have seen a poor drama succeed and give much 
pleasure to the audience because it was well acted, and how often a fine play has 
failed on the stage because of the poor performance Now, supposing I have a 
good number of men skilled in acting and ready to follow my directions, first of 
all I endeavor to select those who speak with a good accent— for that is the primal 
consideration — then I consider their physical suitability for the part Thus a loser 
must be handsome, a soldier stoutly built, a parasite fat, a servant nimble, and 
so on I pay also great attention to their voices, for this I find of major importance 
I should not give the part of an old man, unless I were positively forced to do so, 
to an actor with a childlike voice, or a woman’s part (particularly the part of a 
girl) to a deep voiced actor So, too, suppose I had to choose some one for a 
ghost in n tragedy, I should endeavor, in order to produce the impression de 
manded, to secure an actor with naturally shrill tones or at least one who could 
counterfeit a trembling falsetto I should not pay so much attention to the actual 
facial features, since so much can be done by the aid of make up in the way of 
altering the color of a beard, simulating a scar, turning the checks pale or yellow, 
or rendering an appearance of vigor, ruddiness, weakness, or darkness as occa 
sion demands Masks and false beards I should never employ, since they impede 
the voice too much If I were forced to give an old man’s part to a beardless 
actor, I should simply paint his chin to make him appear shaven, with a fringe 
of hair showing under his C3p, I should give him a few touches with the make up 
brush on his cheeks and forehead, and by so doing I should make him seem 
aged, decrepit, and wrinkled Now, since I can't think of anything else concern 
mg the selection of play or actors, l shall let you ask any questions that occur 
to you 
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by means of action alone that only those who have witnessed this kind of play 
would credit its force. To this corporal eloquence although it is of tremendous 
importance, called by some the soul of rhetoric, and consisting in dignity of mote 
ment in head, countenance, eyes, hands and body, we can apply no laws I can 
say only that the actor ought in general to have a lithe body with free moving 
Urp T **ot stiff and awkward He must place his feet on the ground naturally 
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Veridico This is referred to by the immortal Plato m his dialogue on poetic fury 
He makes Ion say, ' Every time I recite a mournful poem my eyes fill with tears, 
every time I come on some terrible passages my hair rises on my head,’ and so 
on But in fact these things cannot be displayed very well on the stage, and cer 
tainly cannot be learned if they do not come by nature Although there are ref 
erences among the ancients to many skilled players, and although one recognizes 
that theirs was a peculiar art, yet we cannot frame any rules for this profession, 
truly it must be born in the individual Among the many gentlemen who take 
delight in acting today (such as the wonderful Montefalco, the excessively witty 
Verrato of Ferrara, the piquant Olivo, sharp Z oppmo of Mantua, and that other 
Zoppino of Gazzolo, besides many others we have witnessed) I have always 
thought and still think that the acting of a young Roman girl called Flaminia is 
the most extraordinary Besides being gifted with many beauteous qualities, she 
is judged so unique in her profession that I do not believe the ancients ever saw 
or the moderns are likely to see a more brilliant actress When she is on the stage 
the audience gets the impression not of a play composed and finished by an au 
thor, but rather of a series of real events taking shape before them She so vanes 
her gestures, tones, and moods in accordance with the diverse nature of her scenes 
that every one who sees her is moved to wonder and delighted admiration 

Santino I remember heanng her, and I know that many wits, inspired by her 
rare playing, have written sonnets and epigrams and other poems in her praise 

Veridico .Now, to get back once more to acting in general, let me say again 
that the performer must have a natural disposition for his work otherwise he can 
never succeed On the other hand, the man who learns his part well and has the 
requisite skill finds movements and gestures of an appropriate kind to make his 
part seem real For this, as for other things, it is useful to have the author of the 
play as a director, he generally has the ability to demonstrate some ideas not ex 
pressed in the text which improve the play and consequently make the actors 
seem more lively I say lively, for above all other things the actor must be viva 
cious and bright in his diction, except, of course, when he has to express grief, and 
even on such an occasion he must express it in a vital manner so as not to bore 
the audience In fine, just as the poet has to hold the attention of the spectators 
by a seeming naturalness and a well planned vivacious dialogue, so the actor has 
the business of keeping the variety of his actions appropriate to the situations, of 
maintaining a constant alertness, and of avoiding a tedious dullness, this last 
simply bores an audience in the theatre and comes from cold interpretation, lack 
ing the necessary fire and fitting power To remedy this defect the actors (and 
panacdiaiVy liiust who ait not very expert in their art must introduce this vivacity) 
I have spoken of even in their rehearsals, otherwise when they appear before the 
public they show up but ill 

Santino Assuredly the actor takes a greater place in a play than I imagined I 
suppose few realize this 

Veridico I have spoken already to you about actions and words and have indicated 
that a comedy is built up from them, as our bodies are composed of flesh and 
spirit, the poet corresponds to one of these parts, the actor to the other The 
actor’s movements, styled by the father of the Latin tongue the body’s eloquence, 
are of so great importance that perhaps the power of words is not more than the 
power of gesture Proof of this is to be found m those silent comedies familiar 
in certain parts of Europe, wherein the story is so clearly and pleasantly presented 
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I know tint man) teachers of diction will find many places in winch I too <n> 
not speak well; just as I realize that those who do not know how to speak will not 
recognize whether I speak well or badly, hence they will go on speaking ill of me. 
Of these I would desire no other satisfaction than that they admit not understand 
mg what I have said 

Ridiculous Rotes 

Some ridiculous roles have been interned, so tacking in verisimilitude that I 
cannot deal with their absurdities save by writing in a similarl) absurd vein At 
any rate, let us discuss them without suggesung any reforms, for that would ncces 
sttate the use of the mind, and such actors, as wc see, arc convinced that each of 
them has inherited the mind of Aristotle 

Nevertheless, let us discuss their shortcomings so that the) may realize that 
these, though tolerated, are known 

Doctor Graztano 

The role of Doctor Graziano so entertaining to the audience when pla)cd by 
one who knows how, has today been so altered by those of hide understanding that 
it has preserved scarcely more than the name Tell me, who can fail to have con 
tempt for an actor who, if )OU are Pantalone, says to you "Piantahmon, Petition, 
Pulirunzon’,’ and even worse, and then, after a thousand insults, finally asks you 
to give him your daughter as a wife 9 

Another variant of the Doctor Graziano role is to be found this one, thinking 
to correct the use of insulting language, sets about quoting long and windy Latin 
phrases The result is that, b> never allowing an)one else to speak, the actor con 
fuses the action of the play and wearies the mind of the audience, since no oppor 
tunity is left to understand or even make out the order of business on the stage 
And who is to make the pupils of this school perceive that they are acting and 
speaking badly, if every day a hundred tipplers assure them that they arc the most 
eminent men in the world? 

In my opinion, therefore, to play this so attractive role, he who is disposed to 
act it on the stage should first of all form a good idea of such a man He should 
seek to be modern with a contempt for antiquit), and must at the proper moment 
emit sentences appropriate in content but disjointed in expression These should 1* 
seasoned with the dialect of Uologna as it is used by one who believes there is no 
finer way of speaking, then, from uinc to umc, he should with some gravity let 
fall from his lips those words he considers the most elegant but which are in truth 
the most ridiculous ever hcird Thus, he may say inter prctarc for mipetrare urore 
for errore, secolart (believing that he is speaking Tuscan) for scolan, and the like, 
which do not stander either the country or the individual 

Sometimes too the actor should seize upon some silly, trivial, and very well known 
fact, arid then demonstrate or pretend to believe that it vs the newest, most curious, 
and most mysterious thing in the world Then, without giving even a hint of a 
smile, he should behave as if he had caused a sensation 

This character, poorly described by my pen, should lie played bv one who 
would light a great torch by the tmy light of tins taper which I have illumined 
merely as a guide, since I am certain that the aim of anyone wishing to play Graziano 
will be to play the part tn his own way 
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of favor and disfavor. Toward the end of his life he wrote a number of books, 
among them YrttiU oj Modern Comedies and Adtice to Those Playing tn Them, 
published in Padua in 1628 This work, a part of which follows, contains a detailed 
analysis of the various com media roles 


Diverse Advice to Those Who Make a Profession of 
Playing Improvisations 

Improvised performances should be given b) those who hive first given much 
thought to the qualities referred to above [language, voice, gesture! , a °d above all, 
the actor should take care not to speak while another is discoursing, so as to avoid 
that confusion which is so annoying to the one listening and so disconcerting to the 
one talking Before replying, the actor should allow the other player s sentence to 
come to an end It is al»o necessary to point out, however, that long sentences are 
harmful and displeasing, hence the new speech should have that modulation which 
is easily learned by listening 

It is also necessary to remind the actor talking alone on the stage that he must 
suddenly fall silent when he is surprised by another actor who lias to speak, and he 
must pay more attention to this advice than to any part of his own speech that 
must be left unspoken Yet it is a prudent thing not to make an exit until the 
other player has his reply on his lips, which is understood by the one speaking since, 
as soon as he has finished what he had to say, he makes some kind of a gesture 
which is very easy to understand But it is better to plan exits than to disrupt this 
order 


Concerning the Role of the Young Later 

Those who like to play the difficult role of the young lover should first enrich 
their minds with a number of noble and charming discourses pertaining to the van 
ous themes treated on the stage But I must warn ihat the words following the 
memorized portions should be uniform with the latter, so that the borrowing seems 
a logical sequence and not a theft To accomplish this, therefore, it seems to me that 
the frequent reading of excellent books is most useful, since he who reads absorbs 
those most tender phrases which deceive the listeners, who think them products of 
the actor’s native wit. 

In addition to reading, the actor must see to it that his mind controls his mem 
orv ( which dispenses the treasure of memorized phrases over she vast field of op 
portunities constantly offered by comedy), in such a way that he engenders applause 
and not distaste, as do some who deal with a stupid servant or a base woman with 
the same methods and ideas as are only to be used with wise men or men of lofty 
position So, knowing the differences between human beings and the nature of the 
themes he is handling, he will certainly understand that he cannot behave sum 
larly toward all people, that their qualities are not all alike and that, as various 
events transpire, he must trod across the stage in the same way that he walks 
through ltfe 

Pietro Maria Cecchim Truth delie moderne coinedie el aviu « chi le teats (Fruits of Modern 
Comedies and Advice to Those Playing in Them), Padova (1628), in La Commrdia dell ’ srte 
florid, teenies, teener r, edited by Enio Petraccone Naples Riccardo Ricciard 1927, pp 8 IB 
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I know that many teachers of diction will find many places in which I too ao 
not speak well, just as I realize that those who do not know how to speak will not 
recognize whether I speak well or badly, hence they will go on speaking ill of me. 
Of these I would desire no other satisfaction than that they admit not understand 
ing what I have said 

Ridiculous Roles 

Some ridiculous roles have been invented, so lacking in verisimilitude that I 
cannot deal with their absurdities save by writing in a similarlj absurd vein At 
any rate, let us discuss them without suggesting any reforms, for that would neces 
sitate the use of the mind, and such actors, as we see, are convinced that each of 
them has inherited the mind of Aristotle 

Nevertheless, let us discuss their shortcomings so that they may realize that 
these, though tolerated, are known 

Doctor Graziano 

The role of Doctor Graziano, so entertaining to the audience when plajed by 
one who knows how, has today been so altered by those of little understanding that 
it has preserved scarcely more than the name. Tell me, who can fail to have con 
tempt for an actor who, if )ou are Pantalone, says to you "Piantahmon, Petition, 
Pultrunson" and even worse, and then, after a thousand insults, finally asks you 
to give him your daughter as a wife 3 

Another variant of the Doctor Graziano role is to be found this one, thinking 
to correct the use of insulting language, sets about quoting long and windy Latin 
phrases The result is that, by never allowing an) one else to speak, the actor con 
fuses the action of the play and wearies the mmd of the audience, since no oppor 
tumty is left to understand or even mike out the order of business on the stage 
And who is to make the pupils of this school perceive that they are acting and 
speaking badly, if every day a hundred tipplers assure them that they are the most 
eminent men in the world? 

In my opinion, therefore, to pla) this so attractive role, he who is disposed to 
act it on the stage should first of all form a good idea of such a man He should 
seek to be modern with a contempt for antiquity, and must at the proper moment 
emit sentences appropriate m content but disjointed in expression These should be 
seasoned with the dialect of Bologna as it is used by one who believes there is no 
finer way of speaking, then, from time to time, he should with some gravity let 
fall from his lips those words he considers the most elegant hut which are in truth 
the most ridiculous ever heard Thus, he maj say inter pre tare for impetrare, wore 
for errore, secolan (believing that he is speaking Tuscan) for scolart, and the like, 
which do not slander either the country or the individual 

Sometimes too the actor should seize upon some silly, trivial, and very well known 
fact, and then demonstrate or pretend to believe that it is the newest, most curious, 
and most mjstenous thing m the world Then, without giving even a hint of a 
smile, he should behave as if he had caused a sensation. 

TTus character, poorly described by m) pen, should lie played b) one who 
would light a great torch by the un> light of this taper which I have illumined 
merely as a guide, since I am certain that the aim of an) one wishing to play Graziano 
will be to pla) the part in his own wa) 
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First and Second Servant 

In comedy it is a very fitting and necessary thing that the part of the astute 
and clever servant, who carries forward the action of the play without clowning 
should be followed by that of another and completely different servant The latter, 
loutish and ignorant, should also pretend not to know, understand, or be able to 
repeat what he has been ordered to do This can give rise to amusing misunder 
standings, absurd errors, and other artful blunders which, when performed on the 
stage by a skillful actor, constitute a most delightful role without blemish 

But nowadays I see many actors so alter this part that, to depict this character 
in proportions of likeness, they would have to be endowed with sufficient intelli 
gence to understand me adequately Thus, they change their costume in a way 
that makes it most inappropriate Instead of rags and patches (the proper habit of 
a poor man), they wear an elaborately embroidered costume which portrajs them 
as sullen and lascivious but not ignorant servants, and the confusion in their dress 
seems to be an index of that in their mind 

These foolish and impetuous madcaps, taking unwarranted liberty with the 
theme of the comedy, are very often wont to appear on the stage just at a time 
when two serious actors are conversing and engaged in an animated and difficult 
affair and then they say * Don t make so much noise, the hen is laying an egg, 
or ‘The water in the pot cannot boil With these or similarly mincing phrases, 
they win merit and applause to the detriment of those who were undoubtedly study 
ing while they were sleeping Hence, it would be well for that hen and that pot to 
ha\e enough patience not to lay an egg or to boil until the serious actors have fin 
ished talking and settled the rather important business in hand 

Nor are there lacking some headstrong spirits who, as the play unfolds, jump 
out and with their leap quicken the pace of what has transpired up to then In 
order to make a hundred simpletons laugh, they pay no heed to the number of 
serious minded and attentive spectators who enjoy a climax, which solves the prob- 
lem that had hitherto seemed almost insoluble 

I trust that these actors will learn from the unkind things said of them abose 
For if they refrain from these practices, they will achieve decorum and make fewer 
errors 

Translated from the Italian by Joseph M Bernstein 


NICOLO BARBIERI 

(d 1640) 

Nicolo Barbieri wrote of himself that he left his birthplace, Vercelb, in 1596 to 
join a mountebank He created the character Beltrame, the ‘ willfully blind hus 
band ’ Using the name of Beltrame da Milano, he joined the Gelosi troupe He 
went to Paris with Isabella Andreini and Flamimo Scala and in 1600 played before 
Henry IV After the Gelosi was dispersed, he came back to Italy to play with the 
Fedeh company He returned to France sescral times with Giovan Battista Andreini, 
and in 1625 he became the director of his own company 

Barbieri also n rote scenarios, one of which he published with complete dialogue 
so that it could not be altered by improvisation inferior to that of the Gelosi and 
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Fcdch Mint is a Buffoon? ' is an excerpt from La Snpplica (1634), which Bar 
bicn \\ rote in defense of comedy and commedia players 

What is a Buffoon 5 

Many think that comedians stud) nothing but clowning I will neither con 
test nor defend this slanderous opinion, believing that Hercules had less trouble in 
cutting off the H)dra heads thin in wresdmg with the perfidy of the malicious 
But 1 will say to those who do not disdain my arguments that it is stupid to call a 
sentinel a spy because he wishes to know what is going on at his post, or to call 
a goldsmith ulc names because he files off gold and siher dust 

Thus, calling comedians and other performers buffoons because at times they 
make people laugh, is an argument cither of ingenious sophistry or of genuine stu 
p dit) The aim of the comedian is to entertain by means of his acting, but enjoy 
ment docs not always consist of laughter, for sometimes a marvellous thing gives 
more delight than an) action that produces laughter, and a well-ordered tale is the 
real delight of m enlightened mind 

Comedians study and fortif) their memory with a wide variety of things such 
as sayings, phrases, love speeches, reprimands, cries of despair, and ravings, in order 
to have them ready for the proper occaston Their studies arc suited to the char 
actcr of the person they portray, and since more actors play serious parts thin 
ridiculous ones, they devote themselves more to the study of serious matters than 
to gay matters Hence, the majority of them spend more time studying how to 
make audiences cry rather than laugh Tor laughter can be created more casit) by 
an exaggerated word or gesture than by a studied and carefully presented one, but 
it is a difficult thing to make an audience weep at things that everyone knows not 
to be true 

A man may be dying in agony yet no one weeps a single tear But to cause « 
laugh, one sometimes needs only an ugly grimace, a headlong tumble, a monkc) 
like gesture, imitating a hide puppy-dog or cat, or something similar There is a 
difference between pleasure and laughter one sometimes laughs in anger or dcri 
sion, and one sometimes feels pleasure without moving one s lips, preferring raised 
eyebrows to a smile 

Comedy is a thing of pleasure not of clowning, something measured not ex 
aggented, gay not impudent, and those who give the name of comedy to all sorts 
of wantonness, are using a definition of their own fancy Jests season a work but 
not always, for there are serious episodes that arc not at all clarified by jests And 
when the latter are inserted, they disrupt the whole talc But the charm of the study 
is the excellence of a well-expounded incident which, though it is not full of absurd 
sallies, has unity of action and a logical progression of scenes, as the play demon 
strafes This yields a pleasure which remains a food for noble minds Hence, those 
who consider comedy close to buffoonery are in error 

Gold and lead are both metals, but though of equal weight they are unequal 
m value The stag and the wolf are wild animils, but in hunting preserves, the 
man who kills a wolf expects a reward while the one who fells a stag expects pun 
ishment The same act changes in merit depending on how it is applied, and the 

Nicolo Barbien La Sup plica Venezia (16)4) in La Commedla dtll' artt slow, ieenka, 
ICtntri, edited by Enzo Pecriccone. Naples Riecafdo Ricciardi, 1927, pp 2f-)0 
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aim of the action determines the reward The laughter of comedy and that of 
clowning are both laughter, but one arises from pleasing expressions or plays on 
words, the other from exaggerated quickwittedness The aim of the first is to 
depict virtuous habits, that of the second to ridicule other people The comedian 
uses laughter as a seasoning of fine speeches, the buffoon uses it as the basis of hts 
acting The potter paints his handiwork but is not called a painter, because the 
basis of his art is to make vases and not pictures The comedian provokes laughter 
but is not a buffoon, for the essence of comedy is not to cause laughter but to en 
tertain by means of marvellous imaginings in the realm of history and poetry 

For who is so silly that he does not know the difference between being and 
pretending ? The buffoon is really a buffoon, but the comedian taking a ridiculous 
part pretends to be a buffoon, and that is why he wears a mask on his face, a beard, 
and puts on make up — to show that he is another person The mask itself is called 
persona m Latin, and a masked person has no right to bear arms during the carnival 
season because during that period he has assumed another mans person and di 
vested himself of hts own That is why comedians off the stage are different peo- 
ple they are called by other names, wear different clothes, and have other habits 
But the buffoon is always the same in name, traits, and manners, not for two hours 
of the day but throughout his whole life, and not just in a scene played in a house 
or on the city-square 

So the comedian is completely different from the buffoon, although each of the 
two plays the part of a buffoon And just as the comedian, when he plays a prince, 
king or emperor, is neither prince nor king nor emperor off the stage, so when he 
takes the part of a buffoon he must not be considered a real buffoon The imagin 
ary stick that beats him on the stage demeans him even as the scepter he holds when 
playing a king ennobles him Outside the theatre you do not say "/« ' to the actor 
who plays a servant nor do you say Your Highness * to the one who played the 
prince 

Comedy is all invention One actor plays an old man yet has no hair on his 
chin, an actress playing an ingenue role may be the mother of four or six children 
These are all tricks of acting The comedian is one thing and the buffoon another 
The buffoon is one who has no virtue in him but who, nimble and impudent bj 
nature, seeks to live for good or for ill by his wits, or if he possesses some little 
virtue, he exploits it for buffoonery, making the audience hoot at even serious per 
sons by pointing out annoying defects m them A buffoon is one who stands with 
his hat on his head m front of his prince, who says insulting things to gentlemen, 
who assails honor in sharp tongued phrases, who tells dishonest tales, who for 
money sometimes allows his entire head to be shaved, who. icuiulg.es in furtive 
tricks, who filches whole wax-candles, who eats vile foods, who gambles furiously 
and behaves cowardly because of his greed for money A gentleman, however, 
who has some virtue and is by nature gay and gracious, is never a buffoon but a 
lively spirit, dear to princes, respected by knights, and desired by women 

This type of person is found among noblemen, writers, and princes, and col 
lections of their fine saying attest to their wit How many princes answer ambas 
sadors so cleverly and with such subde plays on words that the latter find it hard 
to reply? How many women of wit there are who fill their cavaliers with confu 
sion by addressing them in metaphors, sharp tongued puns, and reproving jests ? 

But what happens? Even those who deal with subjects that are not profane 
feel that this is a good method, and they try to soften their speeches with gay com 
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ments and jesting passages Many do not do this either because they are too austere 
or not endowed with grace, but of the others, ever) one makes an effort to please 
OF what use is a philosopher at court who disdains all ch3nn and flees comer 
sation, remaining constantly with arched eyebrows to inquire into the nature and 
essence of things, and never finding a way to be merry or to indulge in pleasant 
banter? Of no use, certainly But a gentleman who is charming in manner, subtle 
in rejoinders, elegant in bearing, quick in repartee and pleasing in his turns of 
phrase, who knows how to comcrse with e\ cry one and suit his behavior to the 
ways of others, such a man, even though he makes people smile broadly, will never 
be a buffoon but a superior mind expending the talents with which heaven and 
nature ha\e endowed him Such arc meritorious comedians, who know how to 
make the most of the occasion and of their an 

Cicero praised gaiety esen in his serious orations and Plautus tried assiduously 
to introduce comic interludes into his plays Hence, he who provokes laughter by 
using the language of a gentleman is not a buffoon Some people feel that come 
<li3ns act out of buffoonery when on their playbills they often write, after the play’s 
title, the words comedta ndicolosa [a ridiculous comedy] But they are wrong be 
cause that is said in order to make people come to the theatre and not out of buf 
foonery Moreover, all actors use their wits to attract an audience and to get people 
out of their houses This invitation to gaiety is like the banners at a tournament, 
the jewelry of a bride, a musical interlude, or the preparation of a feast Without 
this mask, the play would have a small audience and little applause Yet if things 
go along smoothly in the world, our affairs as actors must likewise prosper 

Morality in a comedy is like bread at table and the entertainment is like the 
other things that adorn the table No one would e\er stir from Ins house to go to 
a banquet merely to cat bread, but he would go far the conversation or the variety 
of tasty foods Yet no banquet is ever served without bread The same is true of 
comedy no one is muted for the moral or the lesson but for the pleasant things 
yet no play is given unless it contains a good lesson So those hard hearted or dull 
witted ones who assert that the comedian is virtually a buffoon are wide of the mark 
Translated from the Italian by Joseph M Bernstein 

ANDREA PERRUCCl 

(165t 1704) 

Andrea Pcrrucci, born in Palermo studied law and letters at Naples where he 
held a legal post A prolific writer in Tuscan, Sicilian, Neapolitan, and other dia 
Jects he supplied numerous prologues tfttermer-r and plays to the com pa nr of the 
trmor-ia dt San Bartolomeo He also fostered religious representations modeled 
after the Spanish comedias In 16“ 8 he adapted the legen I of Don Juan which was 
popular enough to have two printings His most successful theatrical work True 
Light A mong the Shadou s, or The Birth of the Human FI ord published under the 
pseudonym of Casimiro Ruggiero Ugone, was given on Christmas Lvc in the popu 
lar theatres of Naples throughout the eighteenth century anJ through part of the 
nineteenth 

Written in 1699, Termed s Dell Arte represent- ta prened ta'j ed a.r 
in pros iso is a collection of scensru interspersed with ccmnenis and paying d rrc 
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tions It 1$ considered a primary source for study of the commedta dell’ arte 
technique 


Introduction to Impromptu Acting 

The impromptu acting of comedies was not known by the ancients — I have not 
found one of them who even used the word — but is an invention of our own cen 
tunes Moreover, it seems that up to now only our fair Italy has succeeded in this 
field For a famous Spanish comedian named Adriano, who had come with other 
actors to play their comedies at Naples, could not understand how a comedy could 
be played by various actors in a single performance with less than an hour s prepa 
ration 

It is a most marvelous as well as a most difficult and dangerous undertaking 
Only fit and alert people should try their hand at it and they must know the rules 
of language, figures of speech, interpolations, and all the arts of rhetoric — for they 
have to improvise what the poet does premeditatedlj 

Hence, although a rehearsed performance seems to be most successful and most 
highly esteemed that is because the poet takes pains in composing his play and 
everything is guided by a single hand With so much aid, effort, and labor and after 
so many rehearsals and performances, such plays really should succeed If they do 
not, those who after so much work give unfinished and distorted performances, 
replete with mistakes and shortcomings, rather than play their parts consummately, 
deserve contempt That is not the case with improvised comedies, in which the 
variety of so many characters— including of necessity those who are less consum 
mate and less skillful — gives rise to some unevenness And there are bound to be 
some mistakes when the actors speak whatever comes to their lips 

But when an improvised comedy is performed by good actors, it succeeds in a 
way that bears comparison with a written play Hence I laugh at those who, accus 
tomed only to performing in written plays, say that those who act impromptu are 
not good For whoever knows how to improvise, which is more difficult, will find 
it easy to act in a written play, which is less difficult Indeed, the one who impro 
vises will always have a decided advantage if his memory fails or some mistake 
occurs, he will be clever enough to save the situation without the audience realizing 
what is going on. But the one who acts parrot like, will be found out in ever) 
mistake he makes 

The worst of it is that everyone thinks he can play improvised comedies, and 
the basest, most backward individuals attempt to do so, thinking that it is an easy 
matter But their not knowing the dangers involved arises from their ignorance 
and over ambition Thus, the worst rabble and mountebanks get it into their heads 
that they can charm people and entertatn them with words, like so many crowing 
Hercules in golden chains They try to act impromptu comedies on the public 
squares, distorting the themes, talking out of turn, gesturing like madmen, and — 
what is worse— uttering a thousand ribaldries and obscenities, then they stuff their 
purses with ill gotten gams from selling the spectators fake oils, spurious antidotes 
for poison and remedies that only bring on the ills they are supposed to cure 

Andrei Pern ci Dell arte reppretentatn a premeditate rJ all im pronto Nipol (IS99) in 
La Commedia dell arte tloria teemc *, tctnarl, ed ted by Enzo Petriceone Napier, Riccirdo Rie 
Ciardi, 1927, pp S9 72 
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They are like those most ignorant painters who, undertaking to copy the works 
of the most renowned and illustrious artists, produce scrawls rather than paintings 
— with this difference, that the good artists copy Apuleius and Titian, while these 
daubers copy Agatarchi or Zatuum da Capugnano 

But let us be done with these vile infamous creatures, deserving of all scorn, 
and let us say that wherever there is any talent for playing impromptu, something 
worth while can regularly be given, imitating the best comedians who do this (and 
who have never failed) And the amateurs can do for pleasure what the best come 
dians do professionally for a living There arc many schools for this excellent train 
mg — in Naples, Bologna, and many other cities of Italy Even in Palermo some 
years ago, an academy was founded called the School of Squinternati — and one of 
its rules was that whoever attended classes had to recite impromptu when called 
upon A worthy example of Sicilian wit I 

In order to act properly in improvisauons, therefore, it is necessary to observe 
all the rules laid down for written plays For in this respect neither form of acting 
is different in the theater — neither m costume, voice, pronunciauon, memory, ges 
tures, or action All that is necessary is that there be some preparations for acting 
with greater facility and measure, so that the improvisation conform as much as 
possible to a well rehearsed performance If then the impromptu play does not 
come up to expectations, it will be all the more excusable since sometimes even 
written plays do not please the public Examples of this have been known since the 
umc of Terence his Hc'yra [Mother m Law] was given little more than once and 
then withdrawn, while his Eunuch was given so many times and received such 
great applause Therefore it is no wonder if an improvisation does not succeed, 
since it depends so much more on luck than does a written play 

An lmprov isation has to satisfy the opinions of so many people, and the actor, 
much more than the orator, has to be the servant of the people I myself have many 
times experienced what a difficult art it is even for the cleverest I have tried out 
poets, scholars, and literary men in impromptu acting They have been so confused 
and dismajed that they have not succeeded in uttering a word Yet they were all 
gifted men — cither in language or with the pen, on the rostrum or on paper 

So, in order to improve this attractive and special mode of entertainment by 
means of rules, those who practice it should not be ignorant of written plays — they 
should know beforehand certain general roles which can be adapted to every kind 
of comedy Thus, lovers and women should know conceits, soliloquies, and dia 
logues, old men should know words of advice, discourses, greetings, maxims, an l 
some graciousness And so that each of these may know some rules, we shall 
discuss each one of these roles in particular by giving some examples Everyone 
may then fashion these examples in his own manner and make use of them as he 
sees fit 

Translated from the Italian by Joseph M Bernstein 
EVARISTO GHERARDl 
(1663 c. 1701) 

Born at Prato, Evansto Ghcrardi made his debut in 1689 in France m Jean 
Francois Regnard s Le Divorce He acted the role of Arlecchino at the Comedte 
Itahenne until its close in 1697 In 1700 he published his collection of scripts in 
French from the repertory of the Italian troupe at the Hotel de Bourgogne Passages, 
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which follow — from the introduction to this volume, Le Theatre Jtalien de Gherardt 
— add to our knowledge of commedta actors and their distinctive technique 

Although a French official once complained of Gherardi's ridicule of official 
dom the comedian was extremely popular When he died he was widely mourned, 
and verses were collected m his honor 

On the Art of Italian Comedians 

One must not expect to find in this collection 1 finished comedies, because Ital 
ian pieces cannot be printed in their entirety The reason for this is that the Italian 
comedians learn nothing by heart, and because, in playing comedy, it is enough for 
them to have seen the subject of it only a moment before going on the stage Thus 
the greatest beauty of their comedies is inseparable from their action The success 
of these comedies depends absolutely upon the actors who give them more or less 
point according as they have more or less spirit, and in accordance with the favor 
able or unfavorable situation in which they find themsehes while acting It is this 
necessity of playing on the spur of the moment which makes it so difficult to replace 
a good Italian comedian, when unfortunately he is missing 

Anyone can learn a part by heart and recite on the stage all that he has learned, 
but to become an Italian comedian something quite different is necessary For to 
speak of a ‘good Italian comedian means a man with a foundation, who acts 
more from imagination than from memory, who, in acung, composes everything 
that he speaks, who stimulates the plajers he finds opposite him on the stage, 
that is to say, who so successfully marries words and action with those of his com 
rades that he enters immediately into the play and into all the movements that the 
other demands of him, in a manner to make everyone believe that it has all been 
prearranged There is not a single actor who plays simply jrom memory, not one 
who makes his entrance on the stage merely to unload as soon as possible every 
thing he has learned, and with which he is so occupied that, without paying atten 
non to the actor or gestuies of his comrades, he goes his own way in a furious 1m 
patience to be rid of his part as of a burdensome load One might say that come 
dians who do that act like school boys who ha\c just tremblingly repeated a lesson 
they have carefully memorized, or rather they are like echoes, which would never 
speak had others not spoken before them They are comedians in name only, but 
useless and a deadweight on their company I compare a comedian of this sort to 
a paralytic arm, which, though useless, is still called an arm The only difference 
that I find between a dead arm and the useless member of a company of come 
dians is that if the first is useless to the body it is likewise certain that it has not 
received the nourishment from it which has been divided among the members 
doing their duty, but the second (although entirely useless in the comedy) demands 
as much nourishment as the most indefatigable actors and those who are indtspens 
able This is what is said of useless actors, of which nearly every company has its 

Evaristo Gherard * On the Art of Ital an Coined ans translated from the preface of Le 
Tbiitre Jt alien de Gherardi (1700) New York Theatre Arts Monthly, Volume X No. 2 
February, 1926 pp 109 111 

ThlStre I /alien de Gberardt ou le recueil gtnirel de toutei let eomldlet 1 1 alien t du Rot, 
pendant tout It tempt qu Us out tie au service sn tomei Pans Jean Bapt Cu non et Pierre 
Witte, 1700 


[ 58 ] 



1 TA LY l 

full share ‘ People without grace and without art, whom capricious protection or 
extraordinary luck has elevated to parts of importance, but who therefore look at 
their calling only from the point of view of the receipts, and not from what it re 
quires of them ” 

Let us make an entire distinction between these comedians in name only and 
those comedians in fact, those illustrious ones who learn with a heart for truth, but 
who, like all excellent painters, know how to conceal art with art, and who charm 
their spectators with beauty of voice, truth of gesture, precise flexibility of tone, and 
with a certain gracious, easy, natural air with which they accompany all their 
movements, and which envelops everything they say 

LUIGI RICCOBONI 

(c. 1675 1753) 

Luigi Riccobom, whose career coincides with the last days of the com media dell 
arte, was born m Modena, son of Antonio Riccobom, who was a famous Pantalone at 
the court of Modena Luigi followed his father m the profession, acting under the 
name of Lelio 

One of the most articulate of the commedta people, Riccobom was a transi 
tional figure He and his wife Elena (Elena Balletti, 1686-1771), who acted under 
the name of Flamima, were interested in reviving the classical comedies and trage 
dies of the Renaissance. Under Luigi’s leadership, the Italian company known as 
the Regents Company was organized m 1716 to restore Italian acting which had 
been defunct m Paris since 1697, when the Theatre Itahen had been closed In 
Paris, Riccobom and his actors played a form of comedy that was half French and 
half Italian, and which eventually led to the demise of Italian comedy 

Luigi Riccobom s writings on theatre and acting remain among the most im 
portant expositions of the style and methods of the commedta dell aite His His 
toire dtt Thidtre Itahen , written in French, contains illustrative and descriptive 
matter on the commedta He also wrote Observations stir la comedie et stir la genie 
de Moherc (Pans, 1736), Reflexions histonques et critiques stir les differents theatres 
de l Europe avec les pensees sur la declamation (Paris 1738), and after his retire 
ment from the stage, he wrote Reformation du theatre (Paris, 1767), in which his 
religious, moralistic, and reformist views led him to the conclusion that the theatre 
ought to be abolished It is interesting to note that Riccobom s son, Antonio Fran 
cesco (1707 1772), continued the theatrical tradition of the famdy, and in the book 
Id Art dtt theatre (1759) his viewy opposed hes fathers adtocscp af eatottarrdtfm 
in acting 

The rather literary Advice to Actors, which follows in summary, is drawn 
from Luigi Riccobom s poetic treatise Dell Arte rappresentativa (London, 1728) 

It presents his attitude toward truth 3nd nature m dramatic art, as well as an analy 
sis of speech, gesture, and emotion 

Advice to Actors 

The author [Luigi Riccobom) gives his advice m metrical form, using the 
same Terza Rima as Dante used for the Dtttna Commedta and dividing the argu 
ment into six cantos 

Riccobom < Adnce to Actors transited *od ptriphrated from Dell Arte rappretenlalna 
(1728) by Pierre R>m« Florence Italy: Mask Magazine Volume III April 1911, pp 17J 180 
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In the first Canto he occupies himself chiefly with the necessity for study on 
the part of the would be actor, since it is not enough to trust only to natural in 
stinct He quotes the popular saying that only to histnons and comedians was no 
law given and asks why? Was one perhaps to believe that no rule for the teach 
mg of acting was given because such might be held to be useless, since there is no 
need to teach men how to stand and walk and turn? Does not every animal, from 
the time it wakes until it sleeps again, stand, move and walk without mstrucuon, 
and should not man likewise, without special instruction, be able to express as 
many passions and emotions as nature prompts ? Surely he who sees in those 
around him the demonstrations of fear, hope, joy, delight and fury has a school 
in which to study? What can be better than nature itself? 

But no, says Riccobom, this is a mistake He who has not studied long and 
closely by rule comports himself, when he comes to act either too stiffly or in too 
free and-easy a manner Doubdess there are some who say that on the stage one 
should imitate real life as closely as possible, and that whoever seeks or desires 
more than this is a fool But, on the contrary, they are fools who do not so seek 
and who deny that there is anything further or better to be sought Nature at times 
jests, and at times fails, in the shaping of a human being There are those, for 
instance, who have one leg shorter than the other, one shoulder higher, or who 
squint or have some other physical defect, so that one finds nature has its mon 
sters, which are not limited to one country but found among all nationalities alike 
Good Mother Nature endows some with talent and beauty, but to others she acts 
like a stepmother, distorung their bodies or dulling their minds 

Now, it is obvious that neither a person who is hunchbacked nor one who 
looks two ways at once is to be imitated by any actor who wishes to make a hand 
some appearance upon the stage Nor should all the excesses seen in this one or 
that one be copied although they should be ceaselessly studied 

The next point enforced is that the actor should be careful not to have a good 
conceit of himself, nor flatter himself because there flies about a good report of him, 
always bearing in mind that n is not enough to please the stupid or a few silly 
women Undeserved praise is never stable, and, since one person of good sense is 
enough to enlighten a hundred, the conceited actor should beware of coming across 
such a one, for his insolent glory, his self satisfaction and his pride and presump 
lion will then only win for him contempt It does not need a Solomon to judge 

him, and he will meet only too many who are very well able to sum him up and 

value him at his right worth 

The second Canto treats chiefly of physical qualifications 
A& - rasa vs vraked -ariu xmtorcid -wA'i i/nVy W nAittAucft daTiemg ^ 
minuet, so is it foolish for any, unless his figure be adapted to choose acting as his 
profession, as how can he hope for success m so gracious and delicate an art? Every 
one knows that it is necessary on the stage to have well formed limbs and to be with 
out physical blemish, and if any should be so unfortunate as to be crooked and 
ugly and at the same time an actor (a thing to make ones very blood run cold 

even on an August dayl), he should at least have the good sense to select roles 

fitted to him and beware of choosing parts that demand dignity and gallantry, for 
in such he will be not only unadmired, but not endured at all 

It is not enough, for instance, for him who plays a king to appear upon the 
stage amid a noble company and wearing gold and jewelled robes He must have 
the fiery eye which menaces death, the bearing at once lofty and courteous, the 
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voice which can both terrify and inspire, and how arc such things to be found in 
one physically deformed? 

And so it is m the playing of the lovers’ parts A sigh, a glance, a bow 
these from one so handicapped may be not only unbecoming but positively absurd 
No, the only possible way of escaping the limitations imposed by nature lies 
in turning defects themselves to advantage by the choice of suitable parts, so that 
misfortune may itself be made a gam A fraudulent king or one who falsely feigns 
himself a knight, such parts as these may yield excellent results when interpreted 
by one who is deformed since it is ever amusing to sec a misshapen person mu 
tatmg beauty and this is advice not to be disdained 

On the other hand, the well shaped actor is too apt to think that his physical 
gifts alone are enough to set him above his fellows, but it is useless to be handsome 
if stupidity lies beneath The danger of the handsome actor lies m moving too 
much by rule and compass, calculating every step and acting stiffly as children do 
when they are set to recite some piece they have learned m school and make five 
or six set gestures to each word 

Such an actor 1 $ too prodigal of gesture, but he should consult reason What 
is it which prompts or controls him when he talks with various people in the house 
or street? So convinced is the author of the importance of this frugality of gesture 
that he goes on to pray the Muse that each actor may feel as though he were en 
tirely deprived of arms and legs, and so, and so only, he will be unembarrassed 
and act well and his fame will go from east to west, and he continues praying that 
he himself, as actor, may understand the true and Jiving sense of what he acts, 
for he says, * I am the interpreter, I the priest ” He declares that in imagination 
he can hear them all inveighing against the “great reformer who would thus mu 
tilate the actor of his four principle limbs, leaving him, in moments of the fiercest 
passion, like a boccale [a kind of botde] , but, let them say what they like, if they 
can prove him to be wrong he will accept the correction gladly, but he still asserts 
that ' the marking of every comma with a gesture is a trespass against truth” and 
that nothing is more annoying to the audience 

The principal and necessary thing for the actor is, he asserts, to show dearly 
that he docs not depart from the truth, for so he can almost convince his audience 
that what is feigned is not false, and unless he attains to this he will not please 
them The actor, to give a natural effect, should forget not only his four limbs, 
but perhaps also the fifth, the head, but he must feel what he acts . love, anger, 
j rcftWy, fee} hkc a img or hke Beelzebub, and if he ready feeir & U these tmonom* 
if ‘ with his heart he measures his movements ’ they will of themselves germinate in 
him and move him to the right action 

In the third Canto the actor is pictured as objecting that he can t fed like Bed 
zebub, like Achilles, for instance, he might manage to feel, but not like Bedzcbub, 
no, that is a little too much to expect The author admits that he has left the actor 
in a hard position at the end of the last canto, but that he does not really mean 
to send him to school to Hell What he means is that when nght feeling is master 
it imparts the right movements to the limbs 

ihe actor must regard just proportion and not overpass the truth He cer 
tatnly does not want to hear himself called a monkey, and the very characteristic 
of a monkey is that it imitates the reality of the living man but disfigures it by over 
stepping truth 

The actor should remember that nature has its limits He must also avoid 
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extremes, bearing in mind that he has to please both the poor man and the prince 
But in trying to be human he must be careful not to lower himself. If his imagina 
tion sweeps him out of the direct way let him e\er keep the helm turned rather 
towards the higher extreme than the lower And here the author, to emphasize 
his meaning, gives an example of the undignified behavior of a king he once saw 
upon the stage. 

This king had assembled before him his royal counsellors to examine and try 
a serious case The accused was his own son, and, for the maintenance of the law, 
there was a universal murmur of “Death” The king, who was seated, rested his 
elbows on his knees and his chin between his hands, until, says Riccobom, ‘he 
really seemed to me, in all good faith, one of those Pagodas that come from China 
the only difference being that he was made of flesh and bone instead of day’ 
Another example of the unbecoming behavior of such petty kings was in a scene 
where a monarch, seated opposite his great lords and robed in kingly splendor, 
received a foreign ambassador and listened to the orator with his legs crossed and 
nibbling a glove 

Of course all the stupid immediately began to cry out, “how natural, how true 
to life' why, I did that myself I”, “and I, more thin once’ , which could be well be 
heved, since it was a gesture worthy of base persons, but certainly not of kings 
True, a king might have made such gestures, but they should never have been 
offered as typical kingly actions on the stage 

The actor must show nature, yes, but in an elevated and noble form, the 
trivial (which may be becoming enough to the common people), being reserved 
for the streets or for the house ‘In comedy one smells at every flower, but tragedy 
is a lady to be respected and full of majesty” and if the actor finds himself ap- 
plauded for such actions as those cued above he must remember that it is false 
applause and that the glory bestowed by the base people is of little worth In com 
edy it is permissible to show the low and trivial life of the city, but when a king 
is brought upon the stage (although it mav he that in real life there are kings 
who degrade themselves), he should be shown as noble and with all the dignity and 
beauty at command 

The actor should be careful to make himself heard to the most distant spectator 
and also to make all his gestures visible, being heedful at the same time not to 
appear to those dose at hand to be shouting and wildly gesticulating As for other 
matters, those must be left to the actors own good sense until he find the right way 
In the fourth Canto facial expression is principally discussed The author dc 
dares that interest is concentrated upon the actors face He cites examples from 
pictures wherein the impression caused by one central action is dtfferendy de 
picted upon each face in the group, and says that the actor must show feeling or 
he will not be believed to feel, and in that case all is lost It is foolish to delude 
oneself with the idea that the audience note only gesture, form and voice Why, 
if a line could be drawn from the eyes of every spectator to the point where his 
gaze fixes itself where would all the lines terminate and meet 5 In the actor’s face 
This shows the value and importance of facial expression and the actor should 
practise this in front of a mirror. He should seek after the old mimic art, now 
unknown to us, remembering that those ancient mimes had only gestures and face 
by which to express everything, and yet the modern actor, with eyes, hands, ears 
and mouth at his command, seems often unable to express joy or sorrow or any 
emotion, giving by his immobility, the impression that nature sleeps in him 
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The Actor as Playwright 

The short period of Spain’s rise and fall as a great power saw the flowering of 
the first national theatre in Europe The abundant output of Spam’s dramatists in 
the sixteenth and seventeenth centuries exceeded that of all other European nations 
combined Spain had had a rich medieval drama centered, as in England, around 
the Corpus Chnsti Festival On this holiday autos sacramentales one act plays deal 
tng with the mystery of the Euchanst, were given Prior to the growth of secular 
drama, small bands of professional actors performed these religious plays m villages 
and towns and animated them with dancing and songs 

Italian neo-classical dramas and commedta dell arte performances were added 
to the religious drama, which persisted in Spain until the middle of the eighteenth 
century As early as 1538, commedta actors played at a festival in Seville, and some 
ten years later the Spanish Court witnessed a performance of a comedy by Ariosto 
done m the elaborate Italian manner At the universities, students performed imita 
tions of classical dramas with typical Renaissance enthusiasm and extravagance 

Secular, popular theatre in Spain truly begins with Lope de Rueda He is the 
first autor de comedtas (head of a company of players) whose activities are known 
to us The term autorcs was appropriately used for the actor managers, since many 
of them, like Rueda, wrote the plays for their troupes Although Rueda was ob- 
viously familiar with Italian Renaissance literature, of which he made use m his 
plays, he perfected the indigenous, lively comedtas sn prose and originated the paso, 
a gay, comic interlude With their simple properties packed in a sack, Rueda’s 
company traveled widely, presenting autos, comedtas, and pasos on improvised stages 
made of boards 

At Madrid, which became the capital city in 1560, the first permanent theatre, 
the Corral de la Cruz, was established in 1579, three years after James Burbage had 
built The Theatre in England Just as the English playhouses were modeled on 
inn yards, so the Spanish corrales were open yards of houses transformed for theat 
rical purposes The earliest corrales had a simple stage at the rear of the enclosure 
Most of the spectators stood in the courtyard around the stage, some, more xhstin 
gvivshed, watched the ’pesfosmautt from the. "mmSem and balconies of tht vasKHUsd 
ing houses This crude space open to the sky was improved by Alberto Ganassa, an 
Italian commedta manager, who roofed the stage and erected covered seats around 
the sides of the patio Like the ‘ groundlings” in England, the vulgo, called mosque 
teros because of their noisy, riotous behavior, stood in the patio 

In such corrales the various autorcs gave their farces and comedtas Perform- 
ances took place in the afternoon, at first on Sundays and feast-days only, later 
Tuesdays and Thursdays were added to meet the growing popular requests for 
comedtas The audiences that came to view the plays on the unpretentious stage of 
the corrales were boisterous and noisy Although there was a special balcony for 
women spectators, it was usually occupied by those of easy virtue Respectable ladies 
came to the theatre masked 
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The early career of Lope de Vega (1562 1635), Spain’s picturesque, prolific 
dramatist, coincided with the establishment of the first permanent theatres in Ma- 
drid, the Corral de la Cruz and the Corral del Principe, the only public theatres of 
that city after 1584 At first Lope gave his plays gratis to Jeronimo Velizquez 
(d 1613), ^vhosc daughter, Elena Osorio, he loved Later, exiled from Madrid for 
criminal libel against his former beloved, he went to Valencia Soon he was fighting 
on board a ship that formed part of the Armada He returned to spend his long 
life shaping the dramatic literature of Spam 

In the fifty years that Lope de Veg3 wrote for the stage he composed hundreds 
of pla)s in varied forms tragedies, autos, farces, and comedias de capa y espada 
(cloak and sword dramas) These latter showed the influence of the commedta dell 
arte, popular m Spam as it was throughout the rest of Europe The comic figures, 
the names of the young lovers, and the amusing situations of the Italian commedta 
dell arte reappeared in Lopes plays Popular actresses like Jusepa Vaca, for whom 
Lope wrote Las Almenas de toro and autorcs like Roque de Figueroa (d 1651) 
and Nicolas de los Rios (d 1610) were colleagues of this fertile poet of Spain’s 
Golden Age 

Although there were many innovations in staging during the half century in 
which Lope de Vega wrote, scenic effects remained primitive Like that of his con 
temporary Shakespeare, Lope de Vega’s theatre paid little attention to illusion 
There was no curtain in front of the stage, the actors entered before the ejes of 
the spectators, and change of scene was usually indicated in the dialogue 

There were two types of Spanish theatrical companies In some the actors 
were paid a stipend by the au tor, in others the actors worked on shares In addi 
non to the autor, or manager, a company frequently comprised thirteen or fourteen 
players Doubling of parts was common with these troupes, as it was with the Eliz 
abethan companies, since the dramatis personae frequendy exceeded die number of 
actors in the company The agreement forming the company of Andres de Clara 
monte (d 1626) in 1614 preserves a record of the working conditions of these 
troupes * That the various roles m the comedias shall be assigned among the mem 
bers of said company in such manner as shall seem most suitable- to each in the 
opinion of said company During the said time the said members and each of them 
shall be bound, to attend with all care and punctuality the rehearsals of all the 
comedias to be presented each day, at nine o’clock, at the house of the said Andres 
de Claramonte and shall not fad to be present . under penalty of two reals 
in each one n ho shall not attend them in time and when he is called upon to speak, 
and if, being present at the said rehearsal, he shall leave it, and another should be 
obliged to speak for him, he shall pay likewise as a penalty one real every time that 
this happens " 

Stringent regulations and constant touring filled the life of Spanish actors with 
hardships They were notorious for their careless manner of living, but their never 
ending labors were graphically recounted by Agusun de Rojas in the Entertaining 
Journey There is no. slave in Algiers but has a better life than the actor. A slave 
works all day, but he sleeps at night, he has only one or two masters to please, and 
when he does what he is commanded, he fulfills his duty But actors are up 
at dawn and write and study from five o’clock till nine, and from nine till twelve 
the) arc constandy rehearsing They dine and then go to the comedia leave the 
theatre at seven, and when they want rest they are called by the President of the 
Council, or the alcaldes, whom they must sene whenever it pleases them I wonder 
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how it is possible for them to study all their lives and be constandy on the road, 
for there is no labor that can equal theirs ” Cervantes, who has left us an account 
of the strolling players of Lope de Rueda remarked of actors “Also I can say of 
them that in the sweat of their brows they gain their bread by insupportable toil, 
learning constandy by heart, leading a gypsy life perpetually from place to place, and 
from inn to tavern, staying awake to please others, for in other men’s pleasure lies 
their profit.” 

Spain followed Italy in permitting women to appear on the stage Mariana, 
first wife of Lope de Rueda, probably acted with his strolling players in the middle 
of the sixteenth century In 1587 women were granted freedom to act in Madrid 
Young boys still played female roles, but the inclusion of dances like the wild 
zarabanda in the plays made actresses popular The indecency of the women was 
curbed and the conflict between women and young boys was setded by a decree in 
1615 prohibiting boys from playing women’s parts and women from playing in the 
guise of men 

The rapid and extraordinary growth of national drama, from the primitive 
beginnings of Lope de Rueda on an improvised outdoor stage to the magnificent 
court entertainments of Phillip IV in the Buen Retiro called for vast numbers of 
players Professor Hugo Albert Rennerts monumental work The Spanish Stage tn 
the Time of Lope de Vega lists some 2,000 actors and actresses active from 1560 to 
1680 Drawn chiefly from the common people, these hardworking, energetic, color 
ful actors played throughout Spain 

Of these numerous players, mention should be made of two, an actor and an 
actress, both praised as the greatest of their day Damian Arias de Penafiel acted in 
many companies up to the time of his death about 1643 He appeared as Don Juan 
in the first performance of Alarcon’s Las Paiedes oyen in 1617, and in Lope’s El 
Voder en el dtscreto in 1624 In the pages of J Caramuel’s Rhythmica (1668) he 
is described in these words ' Arias possessed a clear, pure voice, a tenacious memory, 
and vivacious manner, and in whatever he said it seemed that the Graces were re 
vealed in e\ery mo\cment of his tongue and Apollo in every gesture The most 
famous orators came to hear him in order to acquire perfection of diction and ges 
ture At Madrid one day Anas came upon the stage reading a letter, for a long 
time he held the audience in suspense, he was filled with emotion at every line, and 
finally, aroused with fury, he tore the letter to shreds and began to declaim his lines 
with great vehemence, and though he was praised by all, he won greater attention 
on that day by his action than by his speech ” 

The famous actress La Calderona (Maria Calderon), like Nell Gvvyn, attracted 
the attention of a king, — Phillip IV — became his mistress and mother of his son, 
Don John of Austria Even after the birth of Phillip’s son, she did not retire from 
the stage At the end of her colorful life, she repented her sins and entered a con 
vent, where she was made abbess It was at the Corial de la Cruz that Phillip first 
saw her. Caramuel writes of her great beauty and imaginative powers According 
to him, La Calderona could change the color of her face at will “At the narration 
of some happy incident her face was suffused with a rosy tint, but if unfortunate 
circumstance intervened, she suddenly became deathly pale, and m this she was 
alone and inimitable ” This power seems to have been at the command of a number 
of players — Virginia Andremi, who was La Calderona’s contemporary, Thomas 
Betterton, Mrs Sarah Siddons and others 

In the year that Lope de Vega died, Spain’s great lyric dramatist Calderon de 
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la Barca (1600 1681) was appointed manager and director of court performances 
With him, Spain’s glorious theatre came to an end It is interesting that Calderon, 
who was ordained a priest, gave the old medieval auto its highest poetic embodiment. 
But by the mid se\enteenth century, the national inspiration which had made the 
Spanish theatre illustrious was gone, the old dramatists and their close associates, the 
autores, were dead No major figures appeared to take the place of the great poets 
who had written for the members of the companies with intimate and loving knowl 
edge of the stage Although in the centuries that followed, lively theatrical activity 
and significant dramatic writing were not absent, Spain never again recaptured the 
magnificence of her Golden Age 

LOPE DE RUEDA 

(d 1565) 

Lope de Rueda, a native of Seville, was trained as a gold beater By 1554, how 
ever, he presented an auto at Bcnavente From then on there are records of him and 
his troupe at Segovia, Seville, Valladolid, and at Madrid As actor and as play 
w right Rueda stands at the beginning of modern Spanish theatre 

With Bartoleme de Torres Naharro he shares the distinction of originating the 
comcdsa in Spain While Torres Naharro wrote in verse, Rueda wrote his comedtas 
in picturesque and seasoned prose Fitzmauncc Kelly, in summarizing Rueda 's 
achievement in his book History of Spanish Literature, wrote " his prose, with 
its archaic savor, is of great purity and power Considerable as were Rueda’s 
positive qualities of gay wit and inventive resource, his highest merit lies in this, 
that he laid the foundation stone of the actual Spanish theatre, and that his dra 
matic system became a capital factor in his people’s intellectual history ' 

Typical of all strolling players, Rueda performed wherever and whenever he 
could gather an audience At the close of his comedta Eufemia he enjoins the au 
dicncc “only to go and eat their dinners and return to the square, if they wish to 
see a traitor beheaded, a loyal man freed,” etc 

The great Cervantes, born in 1547, is the only eyewitness who has left a record 
of Lope de Rueda’s troupe As a boy of ten or twelve, Cervantes saw Rueda and 
his little company of strolling players in the square of Valladolid Half a century 
later, Cervantes penned an animated description of the primiuve performance of 
Rucdas little troupe 


The Strolling Players of Lope de Rueda 

by Miguel de Cervantes Svw edrv 

In the time of this celebrated Spaniard [Lope de Rueda] all the properties 
of a theatrical manager were contained in a sack, and consisted of four white 
peliccs trimmed with gilded leather, and four beards and wigs, with four staffs, 
more or less The plays were colloquies or eclogues between two or three shepherds 

Cervantes Preface to Ocho comrJus y oefx> mlremttn nnet-oi (1611) quoted by Huro Albert 
Rennert The Spanish S/a?e in the Time of Lope de Vege New York The Hupimc Society of 
America 1909 pp 17 18 Copyright l?09 All Spanish selections appear by permits on of The 
Hispanic Society of America 


[ 67 ] 



ACTORS ON ACTING 

and a shepherdess They were set off by two or three entremeses [short farce or 
interlude], either that of the ‘Negress,’ the ‘ Ruffuan,” the ‘Fool,” or the “Bis 
cayan,” for these four characters and many others the said Lope acted with the 
greatest shill and propriety that one can imagine At that time there were no 
tramoyas [theatrical machinery] nor challenges of Moors or Christians cither afoot 
or on horse There were no figures which arose or seemed to arise from the center 
of the earth through the hollow of the stage, which at that time consisted of four 
benches arranged in a square, with four or five boards upon them, raised about 
four spans from the ground, nor did clouds with angels or souls descend from 
the skies The furnishings of the stage were an old woolen blanket drawn by 
two cords from one side to the other, which formed what is called a dressing 
room, behind which were the musicians, singing some old ballad without the ac 
compamment of a guitar Lope de Rueda was succeeded by Naharro, a native 
of Toledo, famous as an impersonator of the cowardly rufbian, he improved some 
what the setting of the comedia and instead of a bag for the costumes used chests 
and trunks He brought the musicians from behind the curtain, where they form 
erly sang, out upon the stage, removed the beards of the players, for up to that time 
no actor appeared upon the stage without a false beard except those who rep- 
resented old men or other characters which required a facial disguise He imented 
stage machinery thunder and lightning, challenges and batdes, but these never 
reached the excellence which we sec now 

ALONZO LOPEZ PINCIANO 
(fl 1596) 

These observations of Pinciano, a savant of his day, appear to have been 
written not later than 1595 The selection given here is from a work, “De los Actores 
y represents ntes,’ written in the form of a conversation between the author and 
his friends Ugo and Tadriguc Enthusiasts of the comedia men like these said, 
‘ While I am in the theatre I feel neither cold m winter nor the heat in summer" 


Of Actors and Playing 

So far as the action is concerned, the person, the time, and the place ought 
to be considered, for it is dear that a different decoration and dress or costume is 
required for a prince than for a servant, and different ones for youths and old men 
Wherefore the second consideration, that of time, is very important, for the Spain 
of today demands a different decoration and dress from the Spam of a thousand 
years ago, and hence it behooves to examine carefully histones which throw light 
upon the costumes of the times, and we should likewise take note of the various 
countries, for in each they have different kinds of dress The actor should observe 
these matters carefully, for the poet rarely pays any attention to them, generally 
writing the poem to be read rather than to be represented, leaving those matters 
that refer to the action to the actor, whose business it is to represent Whence 

Alonzo lopcz Pinciano ThtlosophU Antigua (1J?J) pp J 2 2 JJJ, quoted by Hugo Albert 
Tht Spanish Slage tit tLr Time of Loft Jr Vtga Ntw York The Hspanc Socety o£ 
America, 1905, pp 82 JJ n. 
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it is to be inferred that the good actor (especially the chief of a company) ought 
to know much of fiction and of history, so that, in accordance with the difference 
in time, besides the costumes of the persons in the action there is required a cor 
responding decoration for the theatre itself, besides the necessary machinery, which 
ought to be in conformity with the poem if it be pastoral, there should be woods, 
if the action take place in a city, there should be houses, and so in accordance with 
the other differences, the theatre should have its various decorations And in the 
machinery there should be much excellence, for there arc some machines which 
ire fitting for a miracle and others for different purposes, and they have their 
differences according to the persons, for an angel must appear to be flying and a 
saint going through the air with joined feet, and both must descend from on high, 
whtle the demon ascends from below In a word, the actor should observe 
and study the various machinery and artifices, so that suddenly, as if by a 
miracle, a person be made to appear by magic art, if terrestrial, without it, if 
the person be divine 


AGUSTIN DE ROJAS 

(b 1*572) 

Soldier, actor, and author of The Entertaining Journey, Rojas was born in 
Madrid about 1572 He saw service in the galleons took part in several actions, 
and was for a while a prisoner of war in La Rochelle In 1601 he joined the com 
pany of Nicolas de los Rios In his Entertaining Journey the author and three other 
actors Rios, Miguel Ramirez, and Agustin Solano, desenbe the life of roving play 
ers Though Rojas’ descriptions of the various bands of actors are perhaps height 
cned and exaggerated, they are, on the whole, the trustworthy report of one who 
was himself a strolling player 


An Actors Life 

We left Valencia on account of a misfortune that befell us— Solano and I — 
one on foot and without a cloak, and the other walking and with only his doublet 
We gave them to a boy who got lost in the town, and we were left gentlemen of 
vV/t itai M TngVft. nt armed it t. vAVagt, v.wv. WA vu i 'J.’Ab. o.vl'j cvjbA <j«/zrfoc 
between us Without supper, we went to an inn to ask for lodging but they told 
us that they could not provide for us, nor could a lodging be found anywhere, 
because a fair was being held Seeing the little chance there was of our finding a 
lodging 1 resorted to a strategem I went to another inn and represented myself 
as a West Indian merchant (for you see I resemble one m the face) The hostess 
asked whether wc had any pack animals I replied that we came in a cart and 
that, while it was coming with our goods, she should prepare two beds for us and 
some supper She did so, and I went to the alcalde of the village and told him that 
a company of players had arrived, on their way through, and asked his permission 
to give a play He inquired whether it was a religious play, to which I answered 

AguumdeRoju VUge EnlretemJo Midni (1601) pp. 91 101 quoted bp Hu*ro Albert Ren 
nert The Sfankb Stage in the Time of Loft De Vega Nor York Tfie H >p*nic Soctcty of Anwncj 
t?0? PJ v 
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in the affirmative Permission was granted, I returned to the inn and advised 
Solano to review the auto of Cain and Abel, and then go to a certain place to 
collect the money, for wc were going to play that evening Meanwhile I went to 
hunt up a drum, made a beard out of a piece of sheepskin, and went through the 
whole tillage proclaiming our comedia As there were many people m the place, 
we had a large audience This done, I put by the drum, took off my beard, re 
turned to the hostess, and told her that my goods were coming and asked her for 
the key of my room, is I wanted to lock them up To her question what they 
were I replied spices She gave me the key, and hastening to the room, I stripped 
the sheets from the bed, took down some old gilt leather hangings and two or 
three old cloths, and in order that she might not see me descend the stairs, I made 
up a bundle, threw it out of the window and came down the stair like a flash 
As I reached the yard, the host called me and said Mr Indian, do you want 
to see a comedia by some strolling players who arrived a short time ago ? It is a 
very good one I answered, Yes, and hurried out to hunt up the bundle of clothes 
with which we were to play the farce, anxious lest the host should sec it, but, 
though I searched everywhere I could not find it Seeing the misfortune which 
faced me, and that my back might suffer for it I ran to the place where Solano 
was busy taking the money and told him what had happened He stopped ‘gith 
cring,’ and we left with what he had collected Consider now the plight of all 
these people! Some without merchants or bedclothes, the others deceit ed and 
without a comedia f That night we traveled but little and that on the bypaths 
In the morning we took account of our finances and found we had three and half 
reals all m small coppers As you see, we were now rich, but not a little timid, 
when, about a league off, we discovered a hut, and, arming there wc were re 
ceived with wine m a gourd, milk in a trough, and bread in a saddlebag We 
breakfasted and left that night for another town, where we directly took steps 
to get something to eat I requested permission to perform, sought out two bed 
sheets, proclaimed the eclogue through the streets, procured a guitar, invited the 
hostess, and told Solano to collect the money Finally, the house being full, I 
came out to sing the ballad, Afuera afttera, aparta, aparta Having finished i 
couplet, I could go no further, and the audtcncc gazed in astonishment Then 
Solano began a loa with which he made some amends for the lick of music I 
wrapped one of the sheets about me and began my part, but when Solano ap 
peared as God the Father, with a candle m his hand ind likewise enveloped in a 
sheet, open m the middle, and besmeared ill around his beard with grape skins, 
1 thought I should die for laughter, while the poor public wondered what had 
happened to him This being over, I appeared as a fool ind recited my entremes 
then continued with the auto and the point arrived when I was to kill the 
unhappy AW, but I had forgotten the knife with which I was to cut his throat, 
so, tearing off my false beard, I cut his throat with it Hereujion the mob arose 
and shouted I begged them to pardon our shortcomings, is the company had 
not yet arrived At list, with all the people in an uproar, the host came in and 
told us that wc had better get out, and thus avoid a sound drubbing Upon this 
good advice we put distance between us, and that same night we left with more 
than five reals which wc had taken in After we had spent this money and had 
sold what few effects we had, eating often only the fungi which wc gathered on 
the road, sleeping on the ground, walking barefoot (not on account of the mud 
but because we had no shoes), helping the mule-drivers to loid their animals or 
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were aroused, and it seeming that a miracle had taken place, the director was 
much astonished Seeing the fix we were in, and that Solano had left without 
tnformmg me, I took the road to Zaragoza, without, however, finding any trace 
of Solano, nor the director of his clothes, nor the spectators of Lazarus, who, they 
doubtless thought, had ascended to heaven I then joined a good company and 
gave up that toilsome life 

TWO CONTEMPORARY ACCOUNTS 

Eyewitness accounts of the comcdias during the lifetime of the great Spanish 
dramatists are rare, and most of them belong to the middle of the seventeenth 
century Today, three hundred years later, these few records still give us a vivid 
picture of the atmosphere in which the comedias were enacted 

In the letter of Comtesse d Aulnoy, who journeyed through Spain m 1679, the 
national prejudice of a foreigner with a more or less imperfect knowledge of the 
language must be taken into account Hers ts the narrative of a curious spectator 
The dramatist Juan de Zabaleta on the other hand, writes with the behind the 
scenes knowledge and insight of a man of the theatre 


At the Comedia 

by Comtesse d’ Aulnoy 

After I had rested somewhat from the fatigue of the journey, it was proposed 
that we go to the corticdia When I entered the theatre there was a cry of mtral 
miral le, look! lookl The decorations of the theatre were not brilliant The stage 
was raised, resting upon barrels, over which were boards, ill arranged The 
windows were all open, for they do not use torches, and you can imagine how 
much this detracts from the spectacle They represented the Life of Si Anthony 
and when the players said anything which pleased the audience, everybody cried 
out victor! victorl I learned that this was the custom in this country I noticed 
that the devil was not dressed differendy from the other actors, save that his hose 
were flame-colored and that he wore a pair of horns, to distinguish him from the 
rest The comedia was in three acts, as they all arc At the end of each serious act 
they played a farce with some pleasantries, in which the gracioso or clown ap- 
peared, who, amid a great number of dull jests, occasionally uttered some th3t 
were not so bad These interludes were mingled with dances to the music of harps 
and gwtus The attseaws had castanets and v>ok hide hats This vs the custom 
when they dance, and when they danced the Zarabanda it seemed that they did 
not touch the ground, so lightly did they glide Their manner is quite different 
from ours, they move their arms too much, and often pass their hands over their 
hats and faces with a very pleasing grace, and they play the castanets admirably 

Moreover, one must not think that these players — because San Sebastian is 
a small place — are very different from those of Madrid I have been told that the 
Kings plajers are somewhat better, for, after all, they, too, play what they call 
Comedias famosas, that is, the best and most famous comedies, and in truth 

Comtesse d Aulnoy Relit on du Voyage d Espagne (1693), Tome Prem er p JS, quoted by 
Hugo Albert Rennert The Spanish Stage tn the Ttme of Lope de Vega New York The Hup*" c 
Society of America, 1909, pp. 330 332 
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the greater part of them are quite ridiculous For example, when St Anthony said 
the confiteor, which was quite frequent, everybody kneeled, and each one gave 
himself such a violent ntea culpa that one thought they would crush their breasts 

An Afternoon in the Theatre 

by Juan deZabaleta 

. Our idler moses on into the theatre and approaches the person who assigns 
the seats and benches, and asks for a place 1 He is met with the reply that there 
are none, but that a certain seat which has been engaged has not yet been oc 
cupied, and that he should wait until the guitar players appear, and if it be still 
\acant, he may occupy it Our man argues, but to amuse himself, in the mean 
while, he goes to the dressing room There he finds women taking off their 
street clothes and putting on their theatrical costumes Some are so far disrobed 
as though they were about to retire to bed He takes his place m front of a 
woman who having come to the theatre on foot, is haung her shoes and stock 
mgs put on by her maid This cannot be done without some sacrifice of modesty 
The poor actress must suffer this and does not dare to protest, for, as her chief 
object is to win applause, she is afraid to offend any one A hiss, no matter how 
unjust discredits her, since all belie\e that the judgment of him who accuses 
is better than their own The actress continues to dress, enduring his presence 
with patience The most indecorous woman on the stage has some modesty in 
the green room, for here her immodesty is a vice, while there it is of her profession 

The fellow never takes his eyes off her He approaches the hangings to 
see whether the doubtful seat is occupied, and finds it vacant As it appears that 
the owner will not come, he goes and takes the seat Scarcely has he been seated 
when the owner arrives and defends his claim The one already seated resists, and a 
quarrel ensues Did this fellow not come to amuse himself, when he left his 
home? And what has quarreling to do with amusement ? Finally the quarrel 
is adjusted, and the one who has paid for the seat yields and takes another place 
which has been offered him by the peacemakers The commotion caused by the 
struggle haung subsided, our intruder is also quieted and now turns his e>es 
to the gallery occupied by the women [cazucla ] , carefully scrutinizing their faces 
until he finds one who particularly strikes his fancy, and guardedly makes signs 
to her 

The cazuela, my dear sir, is not what you came to see, but the camedta 
He is looking round in every direction, when he feels some one pull his cloak 
from behind He turns and sees a fruit seller, who, leaning forward between two 
men whispers to him that the woman who is tapping her knee with her fan says 
that she has much admired the spirit which he has shown m the quarrel and asks 
him to pay for a dozen oranges for her The fellow looks again at the cazucla 

that the woman is the one that caught his fancy before, pays the money for 
the fruit, and sends word that she may have anything else she pleases As the 

Juan de Zabaleta Dsa de fiesta por la tarde Madnd (1692) p. 236 quoted b y Hugo Albert 
Rennert The Spanish Stage in the Time of Lope de Vega New York The Hispanic Society of 
Amerca 1?09 pp US 336 , . . . 

*Tbe jum paid at tbe door only ent ties the person to admission not to a seat for which an 
*«ra sum roust be paid 
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fruti seller leaves, the fellow immediately plans that he will wait for the woman 
at the exit of the theatre, and he begins to think that there is an interminable 
delay in beginning the play. In a loud and peevish manner he signifies his dis 
approval, exciting the mosqueteros, who are standing below, to break forth with 
insulting shouts, in order to hasten the players Why do they do this? Not 
one of those who are shouting would run the risk of saying a word to a player 
in the street And besides being foolish and cowardly to treat them thus, it is 
most ungrateful, for of all people actors are those who strive hardest to please 
The rehearsals for a comedia are so frequent and so long that it is often a positive 
torment And when the time for the first performance arrives, every one of them 
would willingly give a year’s pay to make a good appearance on that day And 
when they come upon the stage, what fatigue, what loss would they not willingly 
undergo to acquit themselves well of their task? If they are to cast themselves from 
a rock they do it with the fearlessness of despair, yet their bodies are human, and 
they feel pain like any other And if in a conicdta a death struggle is to be repre 
sented, the actor to whose lot it falls writhes upon the dirty stage, which is full 
of projecting cuds and splinters, wvdr no more regard for his cascucne chan if it 
were the coarsest leather, while often it is v C ry costly And I have seen an 
actress of great repute (who died only a short while ago) representing a passage 
where, in a rage, she tears a garment to tatters to heighten the effect of her acting 
though the article torn may cost twice as much as the money she receives for the 
performance ... 





VI. ENGLAND 

The Elizabethan Actor 

Reputable professional playing emerged during the reign of Queen Elizabeth 
with the growth of a national, secular drama Impetus for plays which departed 
from the medieval religious tradition came at first from the schools, universities, 
and court circles Like their Italian predecessors, English Renaissance scholars 
and courtiers imitated the rediscovered drama of antiquity To classical models 
they added name humor in comedies like Ralph Roister Doister, written by a 
schoolmaster for performance by his students National legendary figures replaced 
ancient heroes m the first English tragedy Gorbuduc written in the manner of 
Seneca by two young law students and performed before the Queen In the first 
flush of Renaissance enthusiasm, schoolboys, university men, and courtiers con 
tinued the tradition of amateur acting and writing which had been associated 
with medieval theatre 

Elizabethan dramatists first gave polished literary form to their imaginati\e 
creations for the pleasure of Elizabeth and her noblemen Under the control of 
the Master of the Revels, an office which had been created by Henry VIII in 
1545 to direct and organize the entertainment of the court, John Lyly and George 
Peele, among others, presented elaborate, richly worded, allegorical dramas woven 
around the life of the Queen and her courtiers Their picturesque plays, given m 
private halls before royal audiences, were performed by boy actors, who were 
trained by schoolmasters and choirmasters, sometimes with the liberal use of 
the rod 

English Renaissance drama might have been mere literary exercise or pretty 
extravaganza if left in the hands of boy actors and courtly writers Vigor and 
maturity were brought to it, however, when the persisting medieval sanctions 
against masterless men and vagabonds forced the growing bands of strolling 
players to seek noble patronage To these players of moralities and interludes, 
the dramas of the courts and universities unfolded a new world of classical mag 
nificence and humanist ideals When not needed by their lords, these adult, male, 
professional actors, now the protected servants of noblemen, performed in and 
around London m inn yards and village squares Drawing sustenance from the 
plaudits of a lively citizen audience and from the refinements and demands of 
the court, the professional actors began to flourish 

These new plays and new players built up a background of experience m 
dramatic practice which prepared the way for the extraordinary effulgence of 
theatre which followed in the short period from 1580 to 1620 Stimulated by a 
ferment of new ideas, Englishmen investigated the world around them with fresh 
vision, retaining in the midst of their strong individuality something of the co* 
hesiveness of medieval society Not long after Sir Francis Drake and Sir Walter 
Raleigh had begun to range the distant seas to acquire wealth and fame for 
themselves, their Queen, and their nation, poets like Christopher Marlowe, William 
Shakespeare, and Ben Jonson explored the emotions and beliefs of men In the 
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public theatres, before a variegated audience caught in a national fen or which 
seemed to cut across social and economic barriers, the poets charted the ‘brave 
new world’ of their exhuberant imaginations As writers, actors, and directors, 
the Elizabethan poets charged this brief period with an artistry and vision that 
created the greatest era m English dramatic history 

Two theatrical companies stood out in the lively theatrical scene of these 
few decades — the Lord Chamberlain’s Company and the Lord Admiral's Com 
pany The Chamberlain’s Men (known as the King’s Majesty’s Servants after 
the ascension of James I) boasted such players as Richard Burbage and William 
Kemp (d 1603), as well as the actor poet William Shakespeare The Admirals 
Men (later Prince Henry's Men) were controlled by the theatrical financier 
Philip Henslowe (d 1616), whose account books provide much of our information 
about Elizabethan theatrical activities Their leading player was Hcnslowe’s 
son in law, the mighty Edward Alleyn (1565 1626), who created the heroic figures 
m the plays of Christopher Marlowe Although the two companies continued 
the pattern of noble patronage, they were essentially popular companies acting in 
the public theatres of London before paying audiences 

Composed of a fairly stable group of leading actors who owned their theatres, 
the companies commissioned their dramatists, and shared the profits of their per 
formances With them were a number of hired actors, working for wages, and 
young boy apprentices who played the female roles in a theatre that did not see 
women actresses until 1656 The poet-dramatists created their plays specifically 
for these tightly knit groups Shakespeare, for example, was not only the leading 
dramatist of the Chamberlain’s Men, but also an actor and a sharer of the financial 
fortunes of the troupe 

The public theatres in which the Elizabethan actors played were modeled 
upon the inn yards utilized for theatrical performances by earlier groups of play 
ers London’s first theatre was built by James Burbage (d 1597), father of Richard, 
in 1576 Called simply The Theatre, it was built, as were those that followed 
it, on the outskirts of the city, since civic magistrates objected to theatres as 
places of idleness, not, sedition, and plague Unroofed and circular, these huge 
theatres, with an audience capacity of perhaps two or three thousand, contained 
a simple platform stage, which jutted out into the pit where the “groundlings 
stood Around the sides of the theatre were galleries where the upper class sat, 
when not displaying themselves on the stage itself The platform was bare, prop 
erties were used but scenery was rudimentary No curtain or proscenium arch 
separated the actors from the spectators The gorgeously clad figure of the actor 
and the poetry of the playwright dominated the scene at the Fortune, the Swan, 
or the famous Globe Theatre 

Richard Tarleton (d 1588), clown, court entertainer, actor and writer, 
typified the early Elizabethan actor who was part minstrel and part professional 
actor His successor in popular favor, William Kemp, was a player m Shake 
speares company Both were more than mere comic actors, they lived the role of 
clown or jester The art of Kemp, who may have traveled m Italy, was like the 
lazzi of the comic commcdia dell arte characters Hamlet’s strictures against 
comedians who speak more than is set down for them may well refer to the »n 
provisational technique that Kemp probably learned from the Italians So strong 
was the personality of such comedians as these that the writers fashioned their 
comic characters to fit their special aptitudes Shakespeare probably created Costard, 
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Bottom, Dogberry, and Launce with the rough antics of Kemp in mind For 
Robert Armin (fl 1590 1610), the witty court jester who replaced Kemp in the 
company, Shakespeare created more subde comic roles like Touchstone and Feste 

Among Elizabethan tragedians two men are preeminent — Edward Alleyn 
of the Admiral’s Men and Richard Burbage of the Chamberlain’s Men Alleyn, 
praised by Thomas Hey wood for his impersonation of the titanic heroes of 
Christopher Marlowe, was much admired for his action on stage Ben Jonson, 
who was associated with Alleyn tn the Henslowe group, wrote of him ‘Only 
thou dost act,” and the playwright Thomas Nashe, extolling English actors above 
torctgn players m Pierce Pentlesse (1592), gave special distinction to Alleyn, writ 
mg Not Roscius nor Aesop, those admired tragedians that ha\e li\cd ever since 
before Christ was bom, could ever perform more in action than famous Ned 
Alleyn ’ The malry between the Admiral’s and the Chamberlain’s Men has 
led to the suggestion that the lines Shakespeare gave Hamlet about the ranting 
phyer who “outherods Herod” were intended to satirize the acting of Alleyn 
Ambiguous and general as these comments are, they ha\e marked Alleyn as the 
player extraordinary in the exaggerated manner 

Of Richard Burbages art we know little He acted Hamlet, Lear, Othello, 
Richard III, and probably other of the great Shakespearean heroes, evidendy to 
the satisfaction of Shakespeare himself He is regarded as exemplifying the ton 
pered acting recommended in Hamlet’s advice to the players His Protean \er 
satility was admired, but such versatility must have marked most of the Elizabethan 
actors who were trained in small repertory companies accustomed to doubling 
of parts and very short runs Unfortunately we have little precise knowledge of 
the styles of either of these early great tragic actors of the English stage 

Thomas Hey wood, Ben Jonson, and Shakespeare, who achieved their fame 
primarily as playwrights, must be listed among Elizabethan actors Just as 
Shakespeare’s plays dominate the drama of the era, so his maxims on acting are 
primary to discussions of Elizabethan acting The judicious advice given by 
Hamlet, stressing moderation, fidelity to nature and fidelity to the dramatist’s 
text, has become the acting ideal, but these statements reveal little of the actual 
style of Shakespeare’s company This is also true of the only other important 
Elizabethan document on acting, Thomas Heywoods Apology for Actors, which 
is essentially a defense of the dignity of the actor rather than an exposition of 
his art 

In recent years a number of scholars have attempted to determine whether 
Elizabethan acting was formalistic or realistic The information available is 
meager, but the study made by Professor Alfred Harbage points dearly toward 
the formalistic. The continuing success of the convention of boys playing female 
roles supports the thesis of formalistic acting A contemporary description m 
The Rich Cabinet Furnished tilth Vanettc of Excellent Discnptions (1616) also 
points to the formalistic quality The writer says actors were known for dancing 
actiume, musicke, song, elloqulion, abihtie of body, memory, skill of weapon 
pregnancy of wit” Piecing together the brief references in plays and in anecdotes, 
we may say that the Elizabethan actor was distinguished primarily by his ox 
client voice. He was expected to base his actions and gestures on the words of 
the poet and to act with decorum and modesty, keeping in mind the qualities 
of the character being impersonated Players were frequently recognized by their 
elaborate dress, whose lavishness substituted for historical similitude jn costuming 
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am 1,’ in Hamlet exhibits the power of histrionic art Hamlet’s oft-quoted 
to the players remains the best brief advice to actors and reminds us that 
mg to tradition Shakespeare instructed the players in his company. v 

Again and again Shakespeare’s experiences as an 3ctor shaped the images of his 
verse. The deposed Richard II is characterized as a minor actor 
As in a theatre the eyes of men, 

After a well grac’d actor leaves the stage, 

Are idly bent on him that enters next. 

Thinking his pratde to be tedious. 

Even so, or n ith much more contempt, men’s eyes 
Did scowl on gende Richard 
In Tioilus and Cresstda he paints Achilles as the bad actor 
.a strutting player — whose conceit 
Lies in his hamstring, and doth think it rich 
To hear the wooden dialogue and sound 
Twxxt his stretch’d footing and the scaffolage 
These and other images of actors and acting, which are woven into the texture 
of Shakespeare’s poetry, reveal how deeply his life had been involved with the art 
of the actor and the world of the theatre 


Thoughts On Acting From His Plays 
The Taming ot the Shrew 

Induction 
Lnter Players 

1-ord Now, fellows, you are welcome 

Players We thank your honour 

Lord Do you intend to stay with me tonight ? 

Players So please your lordship to accept our duty 
Lord With all my heart This fellow I remember 
Since once he play’d a farmer’s eldest son 
Twas where you woo’d the gendewoman so well 
I have forgot your name, but sure that part 
Was 3pdy fitted and naturally perform’d 
Plaver 1 think ’twas Soto that your honour means 

Lord Tis very true .. [he issues instructions for a boy to impersonate a woman] 
Vnd then with kind embracements, tempting kisses, 

And with declining head into his bosom, 

Bid him shed tears, as being overjoy'd 
To see her noble lord restor’d to health, 

Who for this seven years hath esteemed him 
No better than a poor and loathsome beggar 
And if the boy have not a woman’s gift 

Tit T-tmtJix of tht Sbrtv (c I J94 If 9$) in The Compete XTorti of TTillUm Sluk/tfr*’* 
edited b) George Lyman Kittredge Benton Ginn and Company, t$3S> p- 328 Copyright !$3< 
All Shalopeare selections by permission of Ginn & Co. 
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and provided visual pleasure on a relam el y bare stage They were criticized 
for strutting and shouting and for directing their attention to the spectators instead 
of to their fellow players They were admired for versatility and for maintaining 
their characterizations consistently throughout the performance 

In the last decades of Elizabeth’s reign acting became a recognized profession, 
and the personality and art of the actor became subjects of interest In the plays 
of Shakespeare, Jonson, Massinger, and others, actors were introduced as characters, 
and the intricacies of acting provided images for their poetry While a direct 
relationship between great drama and great acting is difficult to establish, the 
integrated theatrical life of these poets, who were actors dramatists, and probably 
teachers and directors would seem to insure a unified creative theatre 

The audience before which the Elizabethan player performed was probably 
critically alert The courtiers and university wits brought their experience in 
amateur acting and playwmmg to the so called private theatres indoor houses 
like the Blackfrtars, that attracted upperclass audiences Even the groundlings 
of the public outdoor theatres had within recent memory participated in the 
popular religious drama In this atmosphere Richard Burbage Edward Alleyn 
and later Joseph Taylor (1586 1652) and John Lowin (1576 1658 ? ) perfected 
histrionic art, won high praise became wealthy, and raised the position of the 
actor from disgrace to honor They heralded the entrance of the great names of 
the seventeenth and eighteenth centuries 

WILLIAM SHAKESPEARE 

(1564 1616) 

The ascertainable facts of William Shakespeare s life are few He wns born 
in Stratford-on Avon in 1564, the son of a glover He spent hts jouth in Stratford, 
in 1582 he married Anne Hathavva) b) whom he had three children By 1592 he 
was in London, already at work as an actor and a playwright His subsequent 
career in London is clouded by doubt and speculation except for the evidence of 
his magnificent plajs Traditional stones suggest that he began his theatrical ca 
recr in the lowly position of caretaker of horses at the theatre door or as a prompter s 
assistant, but these stones are part of a large apocrypha That he was an actor not 
only at the beginning of his career but also later when he had already written 
some great plajs is, however, well established He was with the Chamberlain s Com 
pan), headed by Richard Burbage, when it was founded in 1594 He is listed in 
the cast of Ben Jonson s Ticry Man in Hit Humour (1598) and in the cast of 
Sejanus (1603) He is said to have played the Ghost in Hamlet and Adam in 
As You Lil^e It In the First Folio of his works, compiled by his two fellow play 
ers John Hemnrunge (d 1630) and Henry Condell (d 1627) in 1623, he is also 
listed as a player 

Of Shakespeare’s success as an actor we have no evidence, except for late and 
contradictory suggestions But for evidence of his fimilnrity with the multitude 
of details that make up the career of an actor we need only turn to his plajs The 
scenes of Bottom and ins fellows in A Midsummer Nights Dream humorous and 
satirical, suggest some of the characteristics of the age of popular amateur acting 
The scene from the Induction to the Taming of the Shrew recalls how ancient the 
tricks of the acting trade are The soliloquy, ‘O, what a rogue and peasant slave 
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am I, in Hamlet exhibits the power of histrionic art Hamlets oft quotes TVV . 
to the players remains the best brief advice to actors and reminds us that accor< 
ing to tradition Shakespeare instructed the players m his company 1 

Again and again Shakespeare s experiences as an actor shaped the images of his 
verse The deposed Richard II is characterized as a minor actor 
As in a theatre the eyes of men, 

After a wellgracd actor leaves the stage 
Are idly bent on him that enters next 
Thinking his pratde to be tedious. 

Even so or v\ ith much more contempt men s eyes 
Did scowl on gentle Richard 

In F tolus and Cresuda he paints Achilles as the bad actor 
a strutting player— whose conceit 
Lies in his hamstring and doth think it rich 
To hear the wooden dialogue and sound 
Tvvixt his stretch d footing and the scaffolage 
These and other images of actors and acting which are woven into the texture 
of Shakespeare s poetry, reveal how deeply his life had been involved with the art 
of the actor and the world of the theatre 


Thoughts On Acting From His Plays 

The Tvminc of the Shrew 

Induction 
Enter Players 

Lord Now, fellows, you are welcome 

Players We thank your honour 

Lord Do vou intend to stay with me tonight? 

Playfrs So please your lordship to accept our duty 
Lord With all my heart This fellow I remember 
Since once he playd a farmers eldest son 
Tuns where you wood the gendevvoman so well 
I have forgot your name, but sure that part 
Was aptly fitted and naturally perform d 
Player I think twas Soto that your honour means 

Lord Tis very true. [he issues instructions for a boy to impersonate a woman] 
And then with kind embraccmcnts tempting kisses 
And with declining head into his bosom 
Bid him shed tears as being overjoy d 
To see her noble lord restord to health 
Who for this seven years hath esteemed him 
No better thin a poor and loathsome beggar 
And if the hoy hive not a woman’s gift 

77* Tinting of tbr Sbrtw (c 1191 I J?S) in TU Confute Torh of tT llUm S> ti.tt ft tte 
*d ltd b> George Lyman Kittredge. Boston Ginn and Company 1916 p 12t Copyright IS 16 
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Quince You can play no part but Pyramus, 

Bottom Well, I will undertake it What beard were I best to play it in ? 

Quince Why, what you will 

Bottom I will discharge it in either your straw-colour beard, your orange tawny 
beard, your purple in gram beard, or your French crown-colour beard, your 
perfit yellow 

Hamlet 
Act II, Scene II 

Enter four or five Players 

Hamlet You are welcome, masters, welcome, all I am glad to see thee well 
Welcome, good friends O, my old friend? Why, thy face is talancd since I 
saw thee last Comst thou to beard me m Denmark? What, my young lady and 
mistress? By’r Lady, your ladyship is nearer to heaven than when 1 saw you 
last by the altitude of a chopmc Pray God your voice like a piece of uncurrent 
gold, be not crack d withm tbe ring Masters, you arc all welcome Well ten 
tot like French falconers, fly at anything wc see Well have a speech stratght 
Come, give us a taste of your quality Come, a passionate speech 
• » * • 

Polonius Look, whe r he has not turn d his colour, and lias tears m s eyes Prithee 
no more! 

Hamlet Tis well 111 ha\e thee speak out the rest of this soon Good my lord, 
mil you sec the players well bestow d? Do you hear ? Let them be well usd, 
for they arc the abstract and brief chronicles of the time After your death you 
were better have a bad epitaph than their Ul report while you h\e 

• * • • 

Hamlet Now I am alone 

O, what a rogue and peasant sla\e am I* 

Is it not monstrous that this player here. 

But in a fiction, in a dream of passion, 

Could force his soul so to his own conceit 
That, from her working, all his visage wann d, 

Tears in his eyes, distraction m s aspect, 

A broken \oice, and his whole function suiting 
With forms to his conceit? And all for nothing I 
For Hecuba! 

Whats Hecubt to him, or he to Hecuba, 

That he should weep for her? What would he do, 

Hid he the motite and the cue for passion 
That I ha\c? He would drown the stage with tears 
And cleat c the general ear with horrid speech, 

Make mad the guilty and appal the free, 

Confound the ignorant, and amaze indeed 
The \ery faculties of eyes and ears 

• • • • 

Hemlet (1600) tn 77* Compete Yorkt of VT It em $! Attpeen, edited bj Gects* tyman Kit 

t«dj;e. Boiton G nn and Company PP- UW IKS, 
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To ram a shower of commanded tears, 

An onion will do well for such a shift, 

Which, in a napkin being dose convey’d. 

Shall in despite enforce a watery eye 

A Midsummer Nicirr’s Dream 
Act 1, Scene II (Athens Quince’s house ) 

Quince Is all our company here? 

Bottom You were best to call them generally, man by man, according to the scrip 
Quince Here is the scroll of every man’s name which is thought fit, through all 
Athens, to play in our interlude before the Duke and Duchess on hts wedding 
day at night 

Bottom First, good Peter Quince, say what the play treats .on, then read the 
names of the actors, and so grow to a point 
Quince Marry, our play is ‘The most Lamentable Comedy and most Cruel 
Death of Pyramus and Thisby ” 

Bottom A \ery good piece of work, I assure you, and a merry Now, good 
Peter Quince, call forth your actors by the scroll Masters, spread yourselves 
Quince Answer as I call you Nick Bottom the weaver 
Bottom Ready Name what part I am for, and proceed 
Quince You, Nick Bottom, are set down for P> ramus 
Bottom What is Pyramus? A lover, or a tyrant? 

Quince A lover that kills himself, most gallant, for love 

Bottom That will ask some tears in the true performing of it If I do it, let thx. 
audience look to their eyes! I will move storms, I will condole in some measure 
To the rest Yet my chief humour is for a tyrant I could play Erdes rarely, or 
a part to tear a cat in, to make all split . 

Quince Francis Flute the bellows mender 
Tlute Here, Peter Quince 
Quince Flute, you must take Thisby on you 
Flute What is Thisby? A wand’nng knight? 

Quince It is the lady that Pyramus must love 

Flute Nay, faith, let not me play a woman I have a beard coming 
Quince That s all one You shall play it in a mask, and you may speak as small 
as you will 

Bottom And I may hide my face, let me play Thisby too 111 speak in a mon 
strous little voice — ‘ Thtsne, Thisnc! ’ "Ah, Pyramus, my lover dear! thy 
Thisby dear, and lady dear! ’ 

» * * • 

Quince Snug the joiner, you the lion’s part And I hope here is a play fitted 
Snug Have you the lion’s part written, pray you, if it be, give it me, for I am 
slow of study 

Quince You may do it extempore, for it is nothing but roaring 
Bottom Let me play the hon too 


A Midsummer Night i Dream (1595) in The Complete Works of William Shakespeare, *d 
by Gtorge Lyman Kittredge Boston Ginn and Company, 1936, pp 2)4 235 
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Quince You can play no part but Pyramus, 

Bottom Well, I will undertake it What beard were I best to play it in? 

Quince Why, what you will 

Bottom I will discharge it m either your straw-colour beard, your orange tawny 
beard vour purple in gram beard, or _your French crown-colour beard, your 
perfit yellow 

Hamlet 
Act II, Scene II 

Enter four or five Players 

Hamlet You arc welcome, masters, welcome, all I am glad to see thee well 
Welcome, good friends O, my old friend? Why, thy face is valancd since I 
saw thee last Com st thou to beard me in Denmark ? What, my young lady and 
mistress? Byr Lady, your ladyship is nearer to heaven than when I saw you 
last by the altitude of a chopine Pray God your voice like a piece of uncurrent 
gold, be not crack’d within the ring Masters, you are all welcome We 11 e en 
to t like French falconers, fly at anything we see We 11 have a speech straight 
Come, give us a taste of your quality Come, a passionate speech 
• * * • 

Polosius Look, whe r he has not turn d his colour, and has tears in s eyes Prithee 
no more! 

Hamlet Tis well 111 have thee speak out the rest of this soon Good my lord, 
will you see the players well bestow d? Do you hear? Let them be well usd, 
for they are the abstract and brief chronicles of the time After your death you 
were better have a bad epitaph than their ill report while you live 

• • • • 

Hamlet Now I am alone 

O what a rogue and peasant slave am I! 

Is it not monstrous that this player here. 

But in a fiction, in a dream of passion, 

Could force his soul so to his own conceit 
That, from her working, all his viS3gc vvannd. 

Tears in his eyes, distraction ms aspect, 

A broken voice, and his whole function, suiting 
With forms to his conceit? And all for nothing! 

For Hecuba* 

Whats Hecuba to him, or he to Hecuba, 

That he should weep for her? What would he do. 

Had he the motive and the cue for passion 
That I have? He would drown the stage with tears 
And cleave the general ear with horrid speech, 

Make mad the guilty and appal the free. 

Confound the ignorant, and amaze indeed 
The very faculties of eyes and ears 

* • * * 

Htmltl (1600) in The Complete Works of Wilhem Shekel pt are edited by George Lymin Kit 

ttedge Boston Ginn and Company, I9i6 pp 1164 1161 1168 1169 
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Act HI, Scene II 

Hamlet Speak, the speech, I pray you, as I pronouned it to you, trippingly on 
the tongue But if you mouth it, as many of our players do, I had as live the 
town crier spoke my lines Nor do not saw the air too much with your hand, 
thus, but use all gently, for in the very torrent, tempest, and (as I may say) 
whirlwind of your passion, you must acquire and beget a temperance that may 
give it smoothness O, it offends me to the soul to hear a robustious periwig 
pated fellow tear a passion to tatters, to very rags, to split the ears of the ground 
lings, who (for the most part) are capable of nothing but inexplicable dumb 
shows and noise I would have such a fellow whipp d for o’er doing Termagant 
It outherods Herod Pray you avoid it Be not too tame neither, but let 
your own discretion be your tutor Suit the action to the word, the word to the 
action, with this special observance, that you oerstep not the modesty of nature 
for anything so overdone is from the purpose of playing whose end, both at the 
first and now, was and is, to hold as t were the mirror up to nature, to show 
virtue her own feature, scorn her own image, and the very age and body of the 
time his form and pressure Now this overdone, or come tardy off, though it 
make the unskilful laugh, cannot but make the judicious grieve, the censure of 
the vvhich one must in your allowance o'erweigh a whole theatre of others O, 
there be players that I have seen play, and heard others praise, and that highly 
(not to speak it profanely), that, neither having the accent of Christians, nor 
the gait of Christian, pagan, nor man, have so strutted and bellowed that 1 have 
thought some of Nature s journeymen had made men, and not made them well 
they imitated humanity so abominably And let those that play your clowns 
speak no more than is set down for them For there be of them that will them 
selves laugh, to set on some quantity of barren spectators to laugh too, though 
in the meantime some necessary question of the play be then to be considered 
That’s villainous and shows a most pitiful ambition in the fool that uses it 

BEN JONSON 

(1572 1637) 

Ben Jonson, classicist and incisive comic genius of the Elizabethan and Jacobean 
stage, led an adventurous life Educated by the scholar William Camden Jonson 
worked for a while as a bricklayer, fought against the Spaniards in the Low Coun 
tries, and, like Shakespeare, became an actor Henslowe, the manager, noted a loan 
made to ‘Benjemen Johnson player” in 1597 The biographer John Aubrey stated 
that Jonson * was never a good actor, but an excellent instructor Thomas Dekker 
in Satiromasttx satirized Jonson as an actor in these words thou putst up a 

supplication to be a poor journeyman player, and hadst been still so, but that thou 
couldst not set a good face upon t thou has forgot how thou amblcst (in leather 
pilch) by a play wagon, in the highway, and took’st mad Hierommo’s part, to g ct 
service among the mimics ’ 

Although Jonson’s fame rests on his poetry, plays, and masques, his intimate 
connection with theatre in an age when writers were also actors and directors makes 
his words on acting and actors of great interest From all accounts he was not a 
successful actor, but he has left us two sensitive poetic appreciations of actors An 
Epitaph on Salathiel Pavy’ evokes the unique institution of boy players, who adorned 
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the Elizabethan and Jacobean stage. The success of little Salathiel Pavy in old 
men’s roles, poetically celebrated in the “Epitaph," underscores the excellence of the 
boy actors. Traditional in its use of the Roscius appellation, the Epigram ‘To Ed- 
ward Alleyn” suggests a distinction between the declaimer and the great actor who 
“acts.” 


To Edward Alleyn 

If Rome so great and in her wisest age, 

Fear’d not to boast the glories of her stage, 

A skilful Roscius, and gra\e Aesop, men, 

Yet crown’d with honours, as with riches, then, 

Who had no less a trumpet of their name, 

Than Cicero, whose every breath was fame. 

How can so great example die m me 
That, Alleyn, I should pause to publish thee 
Who both their graces in thyself has more 
Outstript, than they did all that went before, 

And present worth in all dost so contract 
As others speak, but only thou dost act. 

Wear this renown. Tis just, that who did gi\e 
To many poets life, by one should h\e. 

An Epitaph on Salathiel Pavy, a Child of Queen Elizabeth’s Chapel 

Weep with me, all you that read 
This little story, 

And know, for whom a tear you shed 
Death’s self is sorry. 

Twas a child that so did thrive 
In grace and feature, 

As heaien and nature seemed to strise 
Which owned the creature. 

Years he number’d scarce thirteen 
When fates turn’d cruel, 

Yet three fill’d zodiacs had he been 
The stage’s jewel, 

And did act, what now we moan. 

Old man so duly, 

As sooth, the Parcae thought him one. 

He plajed so truly. 

So, by error to his fate 
They all consented; 

"Epigram 89,*’ Works of Ben Jontou, edited by W Gifford London- Bickers and Sons 1871, 
Vol VIII, p 191. 


"Epigram 120” (c 1601), Works of Den Jonson, edited by W Gifford London* Btckeri and 
Sons, 1871, Volume VIII, p 221. 
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1598 he was hired as a player by Henslowe In 1602 he was luted as a sharer in 
the Earl of Worcester’s men, another company under Henslowe’s management. On 
the ascension of James, this company became the Queen’s Men, and Heywood Was 
associated with it until 1619 From 1619 until his death his exact theatrical affiha 
tions are not clearly known, but he continued to write both theatrical and non 
dramatic pieces 

Heywood wrote of himself that he had his hand in some two hundred and 
twenty plays In addiUon to plays, pageants and Lord Mayor’s shows, Heywood 
wrote histones and essays on miscellaneous subjects His dramatic reputation, how 
ever, rests largely on his most remembered play, A Woman Killed with Kindness 
Charles Lamb called Heywood “a sort of prose Shakespeare ” 

In 1612 Heywood publuhed An Apology for Actors, a defense of both players 
and plays against the recurrent virulent attacks on the immorality of the theatre 
and its practitioners Numerous assaults were leveled against the stage by puritanical 
critics and civic officers To read their invective, one would not believe that the 
plays against which they cried were those of Shakespeare and Jonson and the play 
ers whom they flayed were Edward Alleyn, who endowed a college, and Richard 
Burbage, known for his propriety and good temper It is against this background 
that Heywood s Apology must be read He offered a learned answer to the animad 
versions of the critics He pointed to the moral edification to be gained from the 
stage and cited classical authorities to support his statements 

Out of the body of traditional discussion in Heywood can be drawn a com 
posite of the ideals of the Elizabethan actor Without the magic of Shakespeare s 
words Heywood reiterates the basic concepts of Hamlet’s advice to the actors He 
employs the existence of amateur histrionics at the Universities to bolster and add 
dignity to his defense of the profession It is interesting to note that for Heywood 
acting is still intimately associated with the qualities of the orator, but he sounds a 
fresh note when he stresses the importance of gesture and decorous impersonation 
in acting 


An Apology for Actors 

Do not the Universities, the fountain and well springs of all good arts, 
learning, and documents, admit the like Jthe value of plays and performances] in 
their colleges? and they (I assure myself) are not ignorant of their true use In the 
time of my residence in Cambridge, I have seen tragedies, comedies, histories, pas 
totals and. shows., fuhhrlv -itjoA, in. which, tbn. ^radane. of flanc. and. refutation 
have been specially parted This is held necessary for the emboldening of then 
junior scholars to arm them with audacity again they come to be employed in any 
public exercise, as in the reading of the dialectic, rhetoric, ethic, mathematic, ihc 
physic, or mctaphysic lectures It teaches audacity to the bashful grammarian, being 
newly admitted into a private college, and, after matriculated and entered as a 
member of the University, and makes him a bold sophister, to argue pro et contra 
to compose his syllogism, cathegoric, or hypothetic (simple or compound) to reason 
and frame a sufficient argument to prove his questions or to defend any axioma 


Thoran Heywood An Apology for Art on (1612) m Early Treatise! on the Stage London 
Stuketpeare Society, l!f j, pp. 28 29, 4J-44 
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to distinguish any dilcmna, and be able to moderate in any argumentation what 
soever 

To come to rhetoric it not only emboldens a scholar to speak, but instructs 
him to speak well, and with judgment to observe his commas, colons, and full 
points, his parentheses, his breathing spaces, and distinctions, to keep a decorum m 
his countenance, neither to frown when he should smile, nor to make unseemly 
and disguised faces in the delivery of his words, not to stare with his eyes, draw 
awry his mouth, confound his voice in the hollow of his throat, or tear hts words 
hastily betwixt his teeth, neither to buffet his chest like a mad man, nor stand in 
his place like a hveless image, demurely plodding, and without any smooth and 
formal motion It instructs him to fit his phrases to his action, and his action to 
his phrases, and his pronunciation to them both 

Tully in his book Ad Caium Herenmum requires five things in an orator — 
invention, disposition, elocution, memory and pronunciation, yet all are imperfect 
without the sixth, which is action, for be his invention never so fluent and ex 
quisite, his disposition and order never so composed and formal, his eloquence and 
elaborate phrases never so material and pithy, his memory never so firm and re 
tentive, his pronunciation never so musical and plausive, yet without a comely and 
elegant gesture, a gracious and a bewitching kind of action, a natural and familiar 
motion of the head, the hand, the body, and a moderate and fit countenance suit 
able to all the rest, I hold all the rest as nothing A delivery and sweet action is 
the gloss and beauty of any discourse that belongs to a scholar And this is the 
action behooveful in any that profess this quality, not to use any impudent or 
forced motion in any part of the body, no rough or other violent gesture, nor on 
the contrary to stand like a stiff starched man, but to qualify every thing accord 
ing to the nature of the person personated for in overacting tricks, and toiling too 
much in the antic habits of humors, men of the ripest desert, greatest opinions, and 
best reputations, may break into the most violent absurdities 

• * i • 

To omit all the doctors, zawnyes, pantaloons, harlakeenes, in which the 
French, but especially the Italians have been excellent, and according to the occa 
sion offered to do some right to our English actors, as [William] Knell, [John] 
Bentley, [Tobias] Mils, [Robert] Wilson, [Samuel] Crosse, [John] Lanehan, and 
others, these, since I never saw them, as being before my time, I cannot (as an 
eye witness of their desert) give them that applause, which no doubt, they worthily 
merit, yet 6y tAe report of many judicial' auditors, tneir performance of many parts 
have been so absolute, that it were a kind of sin to drown their worths in Lethe, 
and not commit their (almost forgotten) names to eternity Here I must needs 
remember Tarleton, m his time gracious with the Queen, his sovereign, and in the 
peoples’ general applause, whom succeeded Will Kemp, as well in the favor of his 
Majesty, as in the opinion and good thoughts of the general audience Gabriel 
[John] Singer, [Thomas] Pope, [Augustine] Phillips, [William] Sly, all the 
right I can do them is but this, that, though they be dead, their deserts yet live 
in the remembrance of many Among so many dead, let me not forget one yet 
alive, m his time the most worthy, famous Master Edward Alleyn To omit these, 
as also such as for their diverse imperfections may be thought insufficient for the 
quality, actors should be men pick’d out personable, according to the parts they 
present, they should be rather scholars, that, though they cannot speak well, know 
how to speak, or else to have that volubility that they can speak well, though they 
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1598 he was hired as a player by Hcnslowe In 1602 he was luted as a sharer m 
the Earl of Worcester’s men, another company under Hcnslowe ’s management On 
the ascension of James, this company became the Queen’s Men, and Heywood was 
associated with it until 1619 From 1619 until his death his exact theatrical aSilia 
tions are not clearly known, but he continued to write both theatrical and non 
dramatic pieces 

Heywood wrote of himself that he had his hand m some two hundred and 
twenty plays In addition to plays, pageants and Lord Mayor’s shows, Heywood 
wrote histones and essays on miscellaneous subjects His dramatic reputation, how 
ever, rests largely on his most remembered play, A Woman Killed with Kindness 
Charles Lamb called Heywood “a sort of prose Shakespeare ” 

In 1612 Heywood published An Apology for Actors a defense of both players 
and plays against the recurrent virulent attacks on the immorality of the theatre 
and its practitioners Numerous assaults were leveled against the stage by puritanical 
critics and civic officers To read their invective, one would not believe that the 
plays against which they cried were those of Shakespeare and Jonson and the play 
ers whom they flayed were Edward Alleyn, who endowed a college, and Richard 
Burbage, known for his propriety and good temper It is against this background 
that Heywood s Apology must be read He offered a learned answer to the antmad 
versions of the critics He pointed to the moral edification to be gamed from the 
stage and cited classical authorities to support his statements 

Out of the body of traditional discussion in Heywood can be drawn a com 
posite of the ideals of the Elizabethan actor Without the magic of Shakespeare s 
words Heywood reiterates the basic concepts of Hamlet’s advice to the actors He 
employs the existence of amateur histrionics at the Universities to bolster and add 
dignity to his defense of the profession It is interesting to note that for Heywood 
acting is still intimately associated with the qualities of the orator, but he sounds a 
fresh note when he stresses the importance of gesture and decorous impersonation 
in acting 


An Apology for Actors 

Do not the Universities, the fountain and well springs of all good arts 
learning, and documents, admit the like [the value of plays and performances] in 
their colleges? and they (I assure myself) are not ignorant of their true use In the 
time of my residence in Cambridge, I have seen tragedies, comedies, histones, pas 
totals and. shows, tjuhhcty acted, '.a which the. gca iduate it good place. and reputation 
have been specially parted This is held necessary for the emboldening of their 
junior scholars to arm them with audacity again they come to be employed in any 
public exercise, as in the reading of the dialectic, rhetoric, ethic, mathematic, the 
physic, or metaphysic lectures It teaches audacity to the bashful grammarian, being 
newly admitted into a private college, and, after matriculated and entered as 3 
member of the University, and makes him a bold sophister, to argue pro et contra 
to compose his syllogism, cathegonc, or hypothetic (simple or compound) to reason 
and frame a sufficient argument to prove his questions or to defend any axioma 


Thomas Heywood An Apology for Acton (1<12) in Early Treat nes on the Stage London 
Shakespeare Society 18JJ, pp 28 23, 4J-44 
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to distinguish any ddemna, and be able to moderate in any argumentation what 
soever. 

To come to rhetoric it not only emboldens a scholar to speak, but instructs 
him to speak well, and with judgment to observe his commas, colons, and full 
points, his parentheses, his breathing spaces, and distinctions, to keep a decorum in 
his countenance, neither to frown when he should smile, nor to make unseemly 
and disguised faces in the delivery of his words, not to stare with his eyes, draw 
awry his mouth, confound his voice in the hollow of his throat, or tear his words 
hastily betwixt his teeth, neither to buffet his chest like a mad man, nor stand in 
his place like a lrvclcss image, demurely plodding, and without any smooth and 
formal motion It instructs him to fit his phrases to his action, and his action to 
his phrases, and his pronunciation to them both 

Tully in his book Ad Caium Hcrenmum requires five things in an orator — 
invention, disposition, elocution, memory and pronunciation, yet all arc imperfect 
without the sixth, which is action, for be his invention never so fluent and ex 
quisite, his disposition and order never so composed and formal, his eloquence and 
elaborate phrases never so material and pithy, his memory never so firm and re 
tenttvc, his pronunciation never so musical and plausive, yet without a comely and 
elegant gesture, a gracious and a bewitching kind of action, a natural and familiar 
motion of the head, the hand, the body, and a moderate and fit countenance suit 
able to all the rest, I hold all the rest as nothing A delivery and sweet action is 
the gloss and beauty of any discourse that belongs to a scholar. And this is the 
action behooveful in any that profess this quality, not to use any impudent or 
forced motion in any part of the body, no rough or other vtolent gesture, nor on 
the contrary to stand like a stiff starched man, but to qualify every thing accord 
mg to the nature of the person personated for in overacting tricks, and toiling too 
much in the 3nuc habits of humors, men of the ripest desert, greatest opinions, and 
best reputations, may break into the most violent absurdities 
• • • • 

. To omit all the doctors, zavvnyes, pantaloons, harlakeenes, in which the 
French, but especially the Italians have been excellent, and according to the occa 
sion offered lo do some right to our English acton, as [William] Knell, [|ohn] 
Bentley, [Tobias] Mils, [Robert] Wilson, [Samuel] Crosse, [John] Lanehan, and 
others, these, since I never saw them, as being before my time, I cannot (as an 
eyewitness of their desert) give them that applause, which no doubt, they worthily 
meat, jw by the report of army jathced sadteort, them pccfoansooc of msrij psra 
have been so absolute, that it were a kind of sin to drown their worths m Lethe, 
and not commit their (almost forgotten) names to eternity Here I must needs 
remember Tarlcton, in his time gracious with the Queen, hts sovereign, and m the 
peoples’ general applause, whom succeeded Will Kemp, as well m the favor of hts 
Majesty, as in the opinion and good thoughts of the general audience Gabriel, 
[John] Singer, [Thomas] Pope, [Augustine] Phillips, [William] Sly, all the 
right I can do them is but this, that, though they be dead, their deserts yet live 
in the remembrance of many Among so many dead, let me not forget one yet 
alive, in his time the most worthy, famous Master Edward Alleyn. To omit these, 
as also such as for their diverse imperfections may be thought insufficient for the 
quality, actors should be men pick’d out personable, according to the parts they 
present, they should be rather scholars, that, though they cannot speak well, know 
how to speak, or else to have that volubility that they can speak well, though tho 
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1598 he was hired as a player by Henslowc la 1602 he was listed as a sharer in 
the Earl of Worcester’s men, another company under Henslowe’s management On 
the ascension of James, this company became the Queen’s Men, and Heywood was 
associated with it until 1619 From 1619 until his death his exact theatrical affilia 
tions are not dearly known, but he continued to write both theatrical and non 
dramatic pieces 

Heywood wrote of himself that he had his hand in some two hundred and 
twenty plays In addition to plays, pageants and Lord Mayor’s shows, Heywood 
wrote histones and essays on miscellaneous subjects His dramatic reputation, how 
ever, rests largely on his most remembered play, A Woman Killed with Kindness 
Charles Lamb called Heywood “a sort of prose Shakespeare ” 

In 1612 Heywood published An Apology for Actors a defense of both players 
and plays against the recurrent virulent attacks on the immorality of the theatre 
and its practitioners Numerous assaults were leveled against the stage by puritanical 
critics and civic officers To read their invective, one would not believe that the 
plays against which they cried were those of Shakespeare and Jonson and the play 
ers whom they flayed were Edward Alleyn, who endowed a college, and Richard 
Burbage, known for his propriety and good temper It is against this background 
that Heywood’s Apology must be read He offered a learned answer to the anunad 
versions of the critics He pointed to the moral edification to be gained from the 
stage and cited classical authorities to support his statements 

Out of the body of traditional discussion in Heywood can be drawn a com 
posite of the ideals of the Elizabethan actor Without the magic of Shakespeare s 
words Heywood reiterates the basic concepts of Hamlet’s advice to the actors He 
employs the existence of amateur histrionics at the Universities to bolster and add 
dignity to his defense of the profession It is interesting to note that for Heywood 
acting is still intimately associated with the qualities of the orator, but he sounds a 
fresh note when he stresses the importance of gesture and decorous impersonation 
in acting 


An Apology for Actors 

Do not the Universities, the fountain and well springs of alt good arts, 
learning, and documents, admit the like [the value of plays and performances] in 
their colleges? and they (I assure myself) are not ignorant of their true use In the 
time of my residence in Cambridge, I have seen tragedies, comedies, histories, pas 
torals and shows, publicly acted, m which the graduate of good place and reputation 
have been specially parted This is held necessary for the emboldening of their 
junior scholars to arm them with audacity again they come to be employed in any 
public exercise, as m the reading of the dialectic, rhetoric, ethic, mathematic, the 
physic, or metaphysic lectures It teaches audacity to the bashful grammarian, being 
newly admitted into a private college, and, after matriculated and entered as a 
member of the University, and makes him a bold sophister, to argue pro et contra 
to compose his syllogism, cathegoric, or hypothetic (simple or compound) to reason 
and frame a sufficient argument to prove his questions or to defend any axioma 

Thomas Heywood An Apology for Actors <1612) in Early Treatises on the Stage London 
Shakespeare Society, 181), pp 28 29, 4) 44 
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to distinguish any ddemna, and be able to moderate in any argumentation what 
soever. 

To come to rhetoric it not only emboldens a scholar to speak, but instructs 
him to speak, well, and with judgment to observe his commas, colons, and full 
points, his parentheses, his breathing spaces, and distinctions, to keep a decorum in 
his countenance, neither to frown when he should smile, nor to make unseemly 
and disguised faces in the delivery of his words, not to stare with his eyes, draw 
awry his mouth, confound his voice in the hollow of his throat, or tear his words 
hastily betwixt his teeth, neither to buffet his chest like a mad man, nor stand m 
his place like a hveless image, demurely plodding, and without any smooth and 
formal motion It instructs him to fit his phrases to his action, and his action to 
his phrases, and his pronunciation to them both 

Tully m his book Ad Caium Herenruum requires five things m an orator — 
invention, disposition, elocution, memory and pronunciation, yet all are imperfect 
without the sixth, which is action, for be his invention never so fluent and ex 
quisite, his disposition and order never so composed and formal, his eloquence and 
elaborate phrases never so material and pithy, his memory never so firm and re 
tenuve, his pronunciation never so musical and plausive, yet without a comely and 
elegant gesture, a gracious and a bewitching kind of action, a natural and familiar 
motion of the head, the hand, the body, and a moderate and fit countenance suit 
able to all the rest, I hold all the rest as nothing A delivery and sweet action is 
the gloss and beauty of any discourse that belongs to a scholar And this is the 
action behooveful in any that profess this quality, not to use any impudent or 
forced motion in any part of the body, no rough or other violent gesture, nor on 
the contrary to stand like a stiff starched man, but to qualify every thing accord 
mg to the nature of the person personated for in overacting tricks, and toiling too 
much in the antic habits of humors, men of the ripest desert, greatest opinions, and 
best reputations, may break into the most violent absurdities 
* • * » 

To omit all the doctors, zawnyes, pantaloons, harlakeenes, in which the 
French, but especially the Italians have been excellent, and according to the occa 
sion offered to do some right to our English actors, as [William] Knell, [John] 
Bentley, [Tobias] Mils, [Robert] Wilson, [Samuel] Crosse, [John] Lanehan, and 
others, these, since I never saw them, as being before my time, I cannot (as an 
eye witness of their desert) give them that applause, which no doubt, they worthily 
truer?, jet hj the repent of ensny fttdtca! sade&ns, then perSentirstiee maty parts 
have been so absolute, that it were a kind of sin to drown their worths in Lethe, 
and not commit their (almost forgotten) names to eternity Here I must needs 
remember Tarleton, in his time gracious with the Queen, his sovereign, and in the 
peoples’ general applause, whom succeeded Will Kemp, as well m the favor of his 
Majesty, 3S in the opinion and good thoughts of the general audience Gabriel, 
[John] Singer, [Thomas] Pope, [Augustine] Phillips, [William] Sly, all the 
right I can do them is but this, that, though they be dead, their deserts yet live 
in the remembrance of many Among so many dead, let me not forget one yet 
alive, in his time the most worthy, famous Master Edward Alleyn To omit these, 
as also such as for their diverse imperfections may be thought insufficient for the 
quality, actors should be men pick’d out personable, according to the parts they 
present, they should be rather scholars, that, though they cannot speak well, know 
how to speak, or else to have that volubility that they can speak well, though they 
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1598 he was hired as a player by Henslowe In 1602 he was listed as a sharer in 
the Earl of Worcester’s men, another company under Henslowe’s management On 
the ascension of James, this company became the Queen’s Men, and Heywood was 
associated with it until 1619 From 1619 until his death his exact theatrical afflia 
tions are not clearly known, but he continued to write both theatrical and non 
dramatic pieces 

Heywood wrote of himself that he had his hand in some two hundred and 
twenty plays In addition to plays, pageants and Lord Mayor’s shows, Heywood 
wrote histones and essays on miscellaneous subjects His dramatic reputation, how 
ever, rests largely on his most remembered play, A Woman Killed with Kindness 
Charles Lamb called Heywood “a sort of prose Shakespeare " 

In 1612 Heywood published An Apology for Actors, a defense of both players 
and plays against the recurrent virulent attacks on the immorality of the theatre 
and its practitioners Numerous assaults were leveled against the stage by puritanical 
critics and civic officers To read their invective, one would not believe that the 
plays against which they cried were those of Shakespeare and Jonson and the play 
ers whom they Bayed were Edward Alleyn, who endowed a college, and Richard 
Burbage, known for his propriety and good temper It is against this background 
that Heywood s Apology must be read He offered a learned answer to the antmad 
versions of the critics He pointed to the moral edification to be gained from the 
stage and cited classical authorities to support his statements 

Out of the body of traditional discussion in Heywood can be drawn a com 
posite of the ideals of the Elizabethan actor Without the magic of Shakespeare s 
words Heywood reiterates the basic concepts of Hamlet’s advice to the actors He 
employs the existence of amateur histrionics at the Universities to bolster and add 
dignity to his defense of the profession It is interesting to note that for Heywood 
acting is still intimately associated with the qualities of the orator, but he sounds a 
fresh note when he stresses the importance of gesture and decorous impersonation 
in acting 


An Apology for Actors 

Do not the Universities, the fountain and well springs of all good arts, 
learning, and documents, admit the like [the value of plays and performances! ui 
their colleges? and they (I assure myself) are not ignorant of their true use In the 
time of my residence in Cambridge, I have seen tragedies, comedies, histories, pas 
torals and shows, publicly acted, in which the graduate of good place and reputation 
have been specially parted This is held necessary for the emboldening of their 
junior scholars to arm them with audacity again they come to be employed in any 
public exercise, as in the reading of the dialectic, rhetoric, ethic, mathen?a tlc » *^ c 
physic, or metaphysic lectures It teaches audacity to the bashful grammarian, being 
newly admitted into a private college, and, after matriculated and entered as a 
member of the University, and makes him a bold sophister, to argue pro et contra 
to compose his syllogism, cathegoric, or hypothetic (simple or compound) to reason 
and frame a sufficient argument to prove his questions or to defend any axtonta 

Thomas Heywood An Apology for Actors (K12) in Early Treatises on the Stage London 
Shakespeare Society, IIJJ, pp 28 29, 41-44 
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to distinguish any ddcmna, and be able to moderate m any argumentation what 
soever. 

To come to rhetonc it not only emboldens a scholar to speak, but instructs 
him to speak well, and with judgment to observe his commas, colons, and full 
points, his parentheses, his breathing spaces, and distinctions, to keep a decorum in 
his countenance, neither to frown when he should smile, nor to make unseemly 
and disguised faces in the dein cry of his words, not to stare with his eyes, draw 
awry his mouth, confound his \oice in the hollow of his throat, or tear his words 
hastily betwixt his teeth, neither to buffet his chest like a mad man, nor stand in 
his place like a hveless image, demurely plodding, and without any smooth and 
formal motion It instructs him to fit his phrases to his action, and his action to 
his phrases, and his pronunciation to them both 

Tully in his book Ad Caium Herenmum requires five things in an orator — 
indention, disposition, elocution, memory and pronunciation, yet all arc imperfect 
without the sixth, which is action, for be his invention never so fluent and ex 
quisitc, his disposition and order never so composed and formal, his eloquence and 
elaborate phrases never so material and pithy, his memory never so firm and re 
tentive, his pronunciation never so musical and plausive, jet without a comely and 
elegant gesture, a gracious and a bewitching kind of action, a natural and familiar 
motion of the head, the hand, the body, and a moderate and fit countenance suit 
able to all the rest, I hold all the rest as nothing A delivery and sweet action is 
the gloss and beauty of any discourse that belongs to a scholar And this is the 
action behooveful m any that profess this quality, not to use any impudent or 
forced motion in any part of the body, no rough or other violent gesture, nor on 
the contrary to stand like a stiff starched man, but to qualify every thing accord 
mg to the nature of the person personated for in overacting tricks, and toiling too 
much in the antic habits of humors, men of the ripest desert, greatest opinions, and 
best reputauons, may break into the most violent absurdities 
• • • • 

To omit all the doctors, zawnjes, pantaloons, harlakeenes, in which the 
Trench, but especially the Italians have been excellent, and according to the occa 
sion offered to do some right to our English actors, as [William] Knell, [fohn] 
Bentley, [Tobias] Mils, [Robert] Wilson, [Samuel] Crosse, [John] Lanehan and 
others, these, since I never saw them, as being before my time, I cannot (as an 
eje witness of their desert) give them that applause, which no doubt, they worthily 
iTrerre jet fire report of many jtftAenrf auditors, char performance of msny prrts 
have been so absolute, that it were a kind of sin to drown their w orths in Lethe, 
and not commit their (almost forgotten) names to eternity Here I must needs 
remember Tarleton in his time gracious with the Queen, his sovereign, and in the 
peoples’ general applause, whom succeeded Will Kemp, as well in the favor of hw 
Majesty, as m the opinion and good thoughts of the general audience Gabncl 
[John] Singer, [Thomas] Pope, [Augustine] Phillips [William] SI), all the 
right I can do them is but this, that, though they be dead their deserts yet live 
in the remembrance of many Among so many dead, let me not forget one jet 
alive, in his time the most worthy, famous Master Edward Allejn To omit these, 
as also such as for their diverse imperfections may be thought insufficient for the 
qualit), actors should be men pick’d out personable, according to the parts they 
present, they should be rather scholars, that, though they cannot speak well, know' 
how to speak, or else to have that volubility that they can speak well, though thev 
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understand not what and so both imperfections may by instructions be helped and 
amended but where a good tongue and a good conceit both fail, there can never 
be a good actor I also could wish, that such as are condemned for their licentious 
ness, might by a general consent be quite excluded our society, for as we are men 
that stand m the broad eye of the world, so should our manners, gestures, and be 
havior, sa\our of such government and modesty, to deserve the good thoughts 
and reports of all men, and to abide the sharpest censures even of those that are the 
greatest opposites to quality 


JOHN WEBSTER 

(d 1634) 

Like so many famous writers and actors of the Elizabethan and Jacobean age, 
John Webster is a shadowy figure E K Chambers {The riizabelhan Stage) sug 
gests that John Webster, the author of The Duchess of Mai ft and The White Devil 
may have been identical with a John Webster who was one of the English actors 
who played in Germany in 1596 

This suggestion would accord well with the conjecture that the ‘Character of 
An Excellent Actor, which was added to the characters in the sixth edition (1615) 
of Sir Thomas Ovcrbury’s The Wife was written by John Webster His excellent 
defense and description of an actor, obliquely indicating the personality of Richard 
Burbage, who was a painter as well as an actor, was probably provoketl by the ad 
verse criticism of players in the essay A Common Player The latter, which ap- 
peared in 1615, was typical of the usual objections pressed against actors The au 
thor believes A common player is a slow payer, seldom a purchaser, never a pur 
itan a daily counterfeit howsoever he pretends to have a royal Master or Mis 
tress, his wages and dependence prove him to be the servant of the people When 
he doth hold conference upon the stage, and should look directly in his fellows 
face, he turns about his voice into the assembly for applause sake . " He also re 
calls that actors were judged to be rogues in numerous public proclamations To 
this attack, Webster replied that the actor his the same qualifications as the honored 
orator, that he is one with nature, that he makes living personalities of moral pre 
cepts, and that he provides good entertainment 


An Excellent Actor 

Whatever is commendable in the grave orator, is most exquisitely perfect in 
him, for by a full and significant action of body, he charms our attention sit in a 
full theatre, and you will think you see so many lines drawn from the circumfer 
ence of so many ears, while the actor is the center He doth not strive to make 
nature monstrous, she is often seen in the same scene with him, but neither on 
stilts nor crutches, and for his voice tis not lower than the prompter, nor broader 
than the foil and target By hts action he fortifies moral precepts with example, 
for what we see htm personate, we think truly done before us, a man of deep 

John Webster An Excellent Actor (ISIS) in The Miscellaneous Works in Prose and Vent 
of Sir Thomas Overbury edited by Edward F Rirabauk London John Russell Smith 18SS PP 
147 148 
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thought might apprehend the ghosts of our ancient heroes walk, d again, and take 
him (at several times) for many of them He is much affected to painting and 
us a quesuon whether that make him an excellent player, or his playing an ex 
quisite punter He adds grace to the poet’s labours for what m the poet is but 
ditty, m him is both ditty and music He entertains us in the best leisure of our 
life, that is between meals, the most unfit time, either for study or bodily exercise 
the flight of hawks and chase of wild beasts, either of them are delights noble 
but some think this sport of men the worthier, despite all calumny All men have 
been of hts occupation and indeed, what he doth feigncdly that do others essen 
tially this day one plays a monarch the next a private person Here one acts a 
tv rant, on the morrow an exile A parasite the man tonight tomorrow a precisian 
and so of diverse others I observe, of all men living a worthy actor in one kind 
is the strongest motive of affection that can be for when he dies, vve cannot be per 
suaded any man can do his parts like him But to conclude I value a worthy 
actor by the corruption of some few of the quality, as I would do gold in the ore, 
I should not mind the dross, but the purity of the metal 

THE CYPRIAN CONQUEROR 

or 

The Faithless Relict 

The unknown author of The Cyprian Conqueror prefaced his play with one 
of the first schematized analyses of acting m English Professor Alfred Harbage 
in his article Elizabethan Acting suggests that this play was written not long 
after Prynnes Histnomastix (1633), an intemperate attack on the stage 

The preface relics on classical sources and precedents Julius Pollux the Greek 
grammarian is represented as the authority on voice, and the standard gestures 
devised by the author to express various emouons hark back to Cicero and Quin 
tilian This is the first English illustration of the schcmatization which character 
izes the numerous manuals which followed in the eighteenth and nineteenth 
centuries 


The Eloquent Actor 

for my part 1 wish in this p*iay 1 had done better "Receiv c then my good 
will for the deed since others must act for me and what is wanting in it I hope 
those eloquent tongues of the actors will not be defective in, acuon being the great 
cst of wanning force, and a greater conqueror than Cytherean Action is a power 
of so much cfScatiousness that it is the eloquence of the body by which the mind 
has a generous impression, so that the voice, hands and eyes arc made the mstru 
ments of eloquence. 

Julius Pollux [ Onomasttcon ] doth report about twenty five sorts of pro- 

nunciation a squeaking small voice such rather seem to pipe than speak 
a narrow voice which is so that the auditors cars are filled with it a confused 

voice so that the articulate sound is not distin't a rude, rou?h or blunt voice 


Preface to The Cyp' *n Conqueror, or The Fe tblru Re! ct (c. 1 6J J ) Dm ifi Voieum MS. 
Stoane 5709 P7J20 
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a careless voice a foolish unapt to persuade harsh and sharp sad, amor 
ous and bitter infirm and weak loud shrill 

These voices have four attendant virtues Punta Persptcutia Cultus and Ha 
bihtas Purity is a kind of salubrity in the voice which hath no fault, not effeminate 
and too womanly, not too rustic and boorish not absurd or ridiculously affected 
this virtue is as well purchased by custom and by nature and is of a great moment 
Perspicuity is an articulate light of pronunciation, so that every syllable hath its 
legitimate stops m speaking a reverent speech is an ornament, which is a complete 
composition of the orgamcal part Habilttas handsome or ableness, is a kind of 
locund variety of pronunciation so that the auditors are refreshed and exhilarated 
by it, being a variety m equibility, and so that every actor, ought, according to their 
parts to be endowed with these virtues 

The other parts of action is in the gesture which must be various as required, 
as m a sorrowful part the head must hang down in a proud the head must be lofty, 
in an amorous, closed cy-s hanging down looks and crossed arms, in a hasty, fum 
ing and scratching the head etc 

RICHARD BURBAGE 

(d 1619) 

Richard Burbage, son of James the theatre builder probably followed in his 
fathers footsteps as a player as early as 1584 He joined the Chamberlains com 
pany at its formation in 1594 and became its great tragedian He and his brother 
Quthbcrt owned rights in the Globe Theatre and in the Blackfriar s Theatre which 
the company used as a winter home after 1608 

During his lifetime Burbage was cited in story, anecdote, and plays, as an ex 
cellent actor and painter His name was introduced in the dramatis personae of 
The Return from Parnassus Part II (1602), John Marston s The Malcontent (1605) 
and Ben Jonsons Bartholomew Pair (1614) 

Shortly after Burbages death the Earl of Pembroke absented himself from a 
performance given by the Chamberlain s company for the French Ambassador with 
the explanaUon that I bang tender hearted could not endure to see so soon after 
the loss of my old acquaintance Burbage The following lines are from an elegy 
on the death of Burbage 

Some skillful limner helpe mee, if not soe, 

Some sad tragedian, to express my woe, 

He s gone and with him what a world are dead, 

Which he revived to be revived soe 
No more young Hamlett, ould Heironymoe, 

Kind Lear, the greved Moore, and more beside, 

That lived in him, have now for ever dy de 
Oft have I seen him leape into a grave 
Suiting ye person (which he seemed to have) 

Of a sad lover, with so true an eye 

That then I would have sworn he meant to die 

So lively, ye spectators, and the rest 
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Of his sad crewe, while hee but seemed to bleed 
Amazed thought that he had died indeed 

England s great Roscius, for what Roscius 
Was more to Rome than Burbage was to us 
How to ye person hee did suit his face, 

How did his speech become him, and his face 
Suit with his speech, whilst not a word did fall 
Without just weight to balance it withall 

Poets! whose glory Was of late to heare 
Your lines so well exprest henceforth for beare 
And write noe more, of it you doe’t, Let't bee 
In comic scenes, for tragic parts you see 
Die all with him . . . 

Richard Flecknoe (d 1678?), a poet and playwright, made one brief contri 
button to the history of English acting In his play Love’s Kingdom (1664) is ap- 
pended a discussion called ‘Discourse of the English Stage” To his admiration 
of the Elizabethan poets he added an appreciation of the first great English actors, 
particularly Richard Burbage Although it is possible that Flecknoe never saw 
Burbage on the stage and that he was basing his praise on hearsay and on the ex 
ample of Thomas Betterton’s acting, his account of Burbage sets forth the seven 
teenth century conception of the ideal actor transformation, excellent voice and 
diction, and complete absorpuon in the performance 

The Acting of Richard Burbage 

by Richard Flecknoe 

It was the happiness of the actors of those times to have such poets as these to 
instruct them and write for them, and no less of these poets to have such docile and 
excellent actors to act their plays, as a [Nathan] Field and Burbage, of whom we 
may say that he was a delightful Proteus, so wholly transforming himself into his 
part, and putting off himself with his clothes, as he never (not so much as in the 
tiring house) assum’d himself again until the play was done, there being as much 
(lmerence betwixt him and one of our common actors, as "between a ballad smgci 
who only mouths it, and an excellent singer who knows all his Graces, and car 
artfully vary and modulate his voice, even to know how much breath he is to give 
every syllable He had all the parts of an excellent orator, amimating his words with 
speaking, and speech with acting, hts auditors being never mote delighted than 
when he spoke, nor more sorry than when he held his peace, yet even then he was 
an excellent actor still, never falling m bis part when he had done speaking, but 
with his looks and gestures maintaining it still unto the heighth, he imagining 
age quod agis only spoke to him, so as those who call him player do him wrong, 
no man being less idle than he was whose whole life is nothing else but action 
with only this difference from other men, that as what is but a play to them is !u 
business, so their business is but a play to him 

Richard Heck noe The Acting of Richard Burbage (1664) quoted by L L Chamber? 
Tbf Elhabtlban Sfjgr Oxford at the Clarendon Press 192), Volume IV, p. 370 
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The Great Names 

Underlying the social cohcsneness which fired Elizabethan dramatic imag 
inauon were conflicting forces which were shortly to rend the whole fabric of Eng 
Iish society Since the middle of the sixteenth century English Puritans m a rising 
mtddle-dass society had been arguing against the immorality and social evil of the 
theatre The struggle is highlighted in the numerous vindictive tracts baiting the 
stage and its players — John Northbrookcs Treatise wherein Dicing, Dancing vain 
Plays (dre) reproved Stephen Gosson s The Schoole of Abuse and Philip Stubbes 
The Anatomy of Abuses Officials of London, representing the stolid property 
holders and tradesmen, tried to limit or oudaw the activity of the actors Appeal 
mg to the aroused national fervor of the populace and protected by the Court the 
players and their dramatists resisted this pressure through the reign of Elizabeth 
and James 

During the days of Charles I, the great play weighting and acting of the earlier 
period seemed vitiated The theatre became more and more a playthtng of the 
Court rather than the oracle of a nation The indoor private theatres with their 
fashionable audiences and higher prices usurped the popularity of the old outdoor 
public theatres For the elaborate court masques Inigo Jones perfected essentially 
modern scenic designs The exuberant "drama for acting ’ of the popular Elizabethan 
theatres paled as the conflict between the King and the Puritan middle class sharp 
ened In 1633 when William Prynne launched Htsinomasttx, an attack on play act 
ing, the officials of the theatre loving King Charles and Queen Henrietta Maria 
ordered the author’s ears cut off But the puritanic I’rynnes won When the rising 
tide of merchants and artisans challenged and overthrew the power of the King and 
his nobles in the civil war, the theatre was banned 

In 1642 the theatres of London were dosed as a war measure They were kept 
officially shut by the Puritans who remained in power until 1660 when Charles If 
was returned to the throne The dosing of the theatres scattered the companies of 
actors Some like Michael Mohun (c 1620 1684) and Charles Hart (d 1683) ac 
quired military titles, fighting on the side of the King to whom their fortunes had 
been dosdy tied Others attempted to defy official edict by giving surreptitious per 
formances The authorities retaliated with arrests, they confiscated the actors’ cos 
tumes and dismantled the old public theatres Those players who escaped punish 
ment evaded the law by performing drolls,’ bits of plays interspersed with music 
Steps toward theatrical revival were taken by Sir William Davenant (1606 
1668), playwright before 1642, when he offered in 1656 an ‘Entertainment 
by Declamations and Mustek after the manner of the Ancients” at Rudand House 
In the same year, he followed with an ‘opera ” The Siege of Rhodes, initiating the 
vogue of heroic tragedy popular for the next forty years This production will also 
be remembered as the one in which the first English actress, Mrs Coleman, ap- 
peared 

The theatre came to life \ igorously as soon as the monarchy was re-established 
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In 1660 Davcnant and his friend Thomas Kilhgrevv (1612 1683) were granted 
patents by Charles II to hire or build two playhouses for the presentation of legiti 
mate theatrical performances and to organize two companies of players, the Duke 
of Yorks Company and the King's Men This monopoly of legitimate dramatic 
performances given the two patent houses remained in effect until 1843 The his 
tory of the Restoration and eighteenth century theatre thus mainly revolved around 
the two patent companies 

Close as the Restoration theatre is in point of time to the triumphs of Shakes 
peare and Burbage, the twenty year interruption in theatrical continuity and social 
life wrought a marked change Returning after years spent in France during the 
Commonwealth, the King and his courtiers brought with them a taste for French 
theatrical decor and French classical drama The bare platform of the Elizabethans 
disappeared in a rudimentary, modern picture stage with a proscenium arch, a 
curtain, and scenery All that remained of the platform was the large apron on 
which most of the acting was still done Here the fops displaced themselves to the 
annoyance of the players Costuming which lacked historical accuracy was lavish 
and extravagant The outdoor playhouse vanished as new indoor theatres were 
built to house the primarily upper-class audience For the first time women graced 
the English stage 

The Restoration ushered in an era of English theatrical history in which the 
actor superseded the playwright in importance Early performances on the Restora 
tion stage were revivals in which the actors of the two patent companies paraded 
their individual talents Their personalities influenced writers who again began to 
write for the stage Of all the plays produced in the following fifty years, only a 
handful are still read today The small, leisure-class audience, aping the theatre 
loving Charles II, enjoyed the sententious rhymed couplets of John Dryden and 
Nathaniel Lee They probably found pleasure also in the reflection of their man 
ners and gay life mirrored m the comedies of Etherege, Dryden, Wycherly, and 
Congreve but only the brilliant, witty talk of the last two is revived on the mod 
ern stage 

The Reverend Jeremy Collier’s attack A Short View of the Immorality and 
Profaneness of the English Stage (1698), following the Bloodless Revolution and 
the victorious emergence of the middle class, introduced a new note of moral re 
form and sentimentality to the stage Still, the eighteenth century plays, except for 
the works of Richard Brinsley Sheridan and Oliver Goldsmith, are little remembered 
except as vehicles for the great actors of that century 

From Thomas Betterton to Sarah Siddons, the English theatre presents a galaxy 
of great names in acting The long span of years from 1660 to the beginning of 
the nineteenth century saw the evolution of a histrionic tradition to which each 
of the outstanding actors contributed For fifty years — 1660 to 1710 — the genius 
of Thomas Betterton dominated the stage As the leading figure in Davenants 
Duke’s Company, Betterton brought Hamlet to Restoration audiences and created 
roles in the plays of Dryden, Orvvay, Congreve and Etherege He exemplified a 
style which his contemporaries regarded as restrained and dignified, moving but 
decorous, maintaining as Colley Cibber says, this medium, between mouthing, 
and meaning too little His admirers endowed him with the great histrionic 
virtues passionate feeling, variety in characterization, and judicious use of the voice 
instead of exhibitions of lung power for easy applause Betterton’s intelligence and 
conscious artistry, which are suggested in Anthony Aston’s contrast of the actor 
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“Verbruggen wild and untaught, or Betterton in the trammels of instruction,” 
seemed to differentiate him and his school from the actors who succeeded them 
Dignity in his work and personal life made Betterton and his wife (Mary Saun 
derson, d 1712), the first actress to play Shakespeare’s heroines, ideal tutors and 
models for actors Betterton trained Mrs Anne Bracegirdle (1663? 1748), heroine in 
the plays of Congreve, which were written for her, and he tutored Barton Booth 
(1681 1733), who succeeded him in tragic roles Mrs Elizabeth Barry (1658 
1713), the finest tragic actress of the day, was his leading lady Henry Harris, Romeo 
to Mrs Betterton’s Juliet, was next to Betterton the leading actor of the new Duke’s 
Company 

The rival King’s Company had in its troupe Charles Hart and Edward Kynas 
ton (c 1640 1712), both of whom had been boy actors playing female roles Pepjs 
wrote of Kynaston that he was “the loveliest lady that I ever saw, but Kynaston 
was more than a successful female impersonator As women assumed the female 
roles, Kynaston, like Hart, became an excellent mature actor Fascinating Michael 
Mohun, pretty Nell Gttyn (1650 1687), comic actress more noted for her amours 
than her art, and the comedian John Lacy (d 1681) were also in the King’s Com 
pany 

By 1680 both companies had built new theatres The Dukes Company was 
housed in the sumptuously decorated Dorset Gardens and the Kings Men played 
at Drury Lane The falling off of popular support forced the two groups to unite in 
1682 at the smaller Drury Lane theatre, where Betterton became the solitary great 
figure, since both Hart and Mohun had retired After thirteen years as a united 
company, some of the actors led by Betterton revolted against the management of 
the patentee, Christopher Rich, and opened in 1695 in Lincoln’s Inn Fields with 
a performance of Congreve’s Love for Love Sir John Vanbrugh, playwright and 
architect, built a new theatre in the Haymarket for the company, but vast and 
gilded as the theatre was, the group had no success there In the last years of his 
life Betterton saw struggles and complications in the management of the patent 
theatres Finally Drury Lane was taken over by Colley Cibber, Robert Wilks 
(1665 1732), and Thomas Doggett (d 1721), who was succeeded by Barton Booth 
These men directed it successfully almost to the time of Garrick 

With their lovely leading lady Anne Oldfield (1683 1730) they played popular 
high comedy and Shakespearean repertory, “improved according to eighteenth 
century notions Many of the new plays, including those of Cibber, Farquhar, Lillo, 
and Sheridan, were written for specific actors More than ever it would appear that 
the actors made dull and unpalatable plays successful 

Acting during this first part of the eighteenth century was marked by em 
phasis on vocal pyrotechnics and exaggerated action Musically cadenced speech 
(“tone”), imported from France, or monotonous declamatory delivery was heard 
in the theatres Although James Quin (1693 1766), whom Garrick dethroned was 
a popular Falstaff, in tragedy he was described by Richard Cumberland in these 
words “With a deep, full tone, accompanied by a sawing kind of gesture, which 
had more of the senate than of the stage m it, he rolled out hts heroics with an 
air of dignified indifference ” Robert Lloyd, in The Actor, one of many crittcal 
poems of this period, noted 

Unskillful Actors, like your mimic Apes 
Will writhe their Bodies in a thousand Shapes, 
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However foreign from the Poet’s Art, 

No tragic Hero but admires a Start 
What though unfeeling of the nervous Line, 

Who but allows his Attitude is fine ? 

While a whole Minute equipoiz’d he stands, 

Til! Praise dismiss him with her echoing Hands 
Resolv d, though Nature hate the tedious Pause, 

By Perseverance to extort Applause 

Vocal displays, drawn-out pauses, and startling action, which the actors of this period 
willed to the growing histrionic lore, were never completely discarded by those who 
followed them 

During the decade before Garrick made his sensational debut in 1741, the old 
actors Booth, Wilks, and Cibber were making their exit from the stage At the 
same time, histrionic art was receiving its first consistent and methodical scrutiny 
m new periodicals Aaron Hill, who had done a stmt as a theatrical manager m 
the earlier part of the century, emerged as a significant figure by devoting his semi 
weekly publication, the Prompter, to discussions of drama and acting He blamed 
the plight of the theatre on the absence of training for actors and suggested the es 
tablishment of an Academy Hill undertook the training of actors and formulated 
a histrionic theory based upon a physiological analysis of the passions 

Thus the startling career of Garrick, in a dramatic era when ‘declamation 
roar’d, while passion slept,” began in an atmosphere of change Perhaps it was 
Garrick’s friend and mentor, the irascible Charles Macklin, who broke most com 
pletely with the school of the Cibber period As an actor and a teacher Macklin 
substituted the quality of common speech for the cadenced tones of tragic grandilo 
quence He gave a completely fresh characterization in his portrayal of Shylock 
and paved the way for authenticity in costuming by dressing his Macbeth m Scot 
tish garb 

David Garrick infused his acting with great native talent, intelligence, and a 
conscious devotion to his art He turned to observe the world around him in gath 
ering the insights which made his performances of Lear, Macbeth, and Abel Drug 
gcr (The Alchemist) notable As co patentee at Drury Lane from 1747 to 1776 he 
finally removed spectators from the stage Garrick gathered about himself an ex 
tremely talented group of actors Among them were Margaret (Peg) Woffington 
(c 1714 1760), Susanna Maria Cibber (1714 1766), Mrs Hannah Pritchard (1711 
1768), Spranger Barry (17191777), Mrs Frances Abington (1737 1815), and Mrs 
Catherine (Kitty) Clive (1711 1785) He trained his actors vigorously m his own 
style of natural characterization, combined with grace in motion and posture 

Contemporary descriptions do not lead us to classify Garrick as a naturalistic 
actor, in the modern sense, such as Macklin probably was Garrick, whose acting 
has been labeled 'realistic romanticism,’ was not above the starts, stops, and drawn 
out death scenes which drew applause Nevertheless, his individual imaginative 
powers as an actor and his extraordinary ability to inspire his fellow players ele 
vated English acting to its apex in the Garrick era 

During his last season at Drury Lane, Garrick introduced a young provincial 
actress of whom he had heard good report The young Sarah Siddons failed in her 
London debut as Portia- In June, 1776, Garrick retired, and Sarah Siddons went 
back to the provinces to perfect her craft When she returned triumphant in 1782 
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to Drury Lane, tastes had changed Her classic simplicity and o\erpovvering emo 
tional depth expressed the qualities which the growing romantic revival extolled 
She tempered her statuesqueness and dignity with the natural manner learned from 
Garrick, perfecting what Lily B Campbell calls “classical romanticism ” Without 
completely discarding the surprises and "points” of the eighteenth century, she so 
awed her audiences, particularly in the role of Lady Macbeth, that she has come 
down to us m the guise of 4 The Tragic Muse.” 

John Philip Kemble (1757 1823), Sarah’s brother, was cold, classical, and cor 
rect He was an actor who took punctilious care in “the disposition of his mande * 
His greatest creation was Coriolanus, a role well suited to his mannered, grandilo- 
quent style As manager first at Drury Lane and then at Covent Garden, Kemble 
was, howexer, an innovator Scholarly and inventive, he was the first to take puns 
with theatrical production and to introduce historically authentic costuming With 
these two great members of the Kemble family the cumulative histrionic tradition 
of the eighteenth century came to a dose 

This epoch of great names has left us for the first time m English theatrical 
history voluminous materials on actors and their art The period abounds with the 
memorabilia of literary hgures, with dramauc cnucism in periodicals and books, 
with anecdotal memoirs and stage histones The vital documents on acting by 
Cibber, Mackhn, Garrick, Siddons, and others are rich and exciting sources The 
age that brought reason and rules to bear on the interpretation of nature, society, 
and God, also subjected the mysterious art of the actor to “scientific” analysis Ac 
cording to Charles Harold Gray ( Theatrical Criticism in London to 1795), early 
criticism was mainly concerned with the actor’s adherence to tradition handed down 
from Shakespeare’s company. The actor was praised for preserving the accents and 
gestures of his predecessors To Thomas Betterton, the giant of the Restoration era, 
is attributed one of the earliest manuals for actors It emphasized the twin supports 
of the art— action and speech, and offered a calendar of appropriate gestures that 
recalls Quintilian and points the way to hundreds of later works Sharp compctt 
tion among the leading actors called forth expositions and defenses of particular 
histrionic styles Thomas Wilkes, Charles Churchill, Robert Lloyd, Samuel Foote, 
and others detailed the qualifications of actors, lauded the merits of individual per 
formers, and debated the passions Aaron Hill sought the source of gesture m ten 
basic passions and catalogued the methods of histrionic expression John Hill, add 
ing English examples to his translation of a \olume on acting, (Le ComSdicn), by 
Pierre Remond de Sainte Albine (1699 1778), provided the first comprehensive anal 
'jus. o£ the. opahtust necessary tyj dbe. aetox s.wi Fire be 

placed foremost He added to these basic attributes the need for a close relation 
ship between the appearance and temper of the actor and the character he portrays 
Although “Nature” is given her due in eighteenth century writing on acting, 
conscious art is most frequently extolled At the end of the century Romantic critics 
invoked nature against the standards of art which were hardening into the rules 
of the guidebooks All the commentators utilize the Platonic and Horatian concepts 
of the actor possessed by and immersed in his role, but stage practice, even that of 
Garrick, indicates that complete identification of actor and role was an ideal not an 
accomplishment Great care was paid to action, gesture, voice, and cadenced recita 
tion Although study of the passions seemed to point in the direction of modern 
character dissection, the eighteenth century studied the passions, it would seem, in 
order to produce the proper stance and gesture on the stage 
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THOMAS BETTERTON 

(1635? -1710) 

It is proper that the first full-length manual for actors in English should be 
ascribed to Thomas Betterton. Charles G3don (1665 172-1), who is regarded as the 
author of the volume called The Life of Mr Thomas Betterton the Late Emirent 
Tragedian, ti herein the Action ard Utterance of the Stage, Bar, and Pulpit are 
dis'trctl y Considered ..(1710), claimed to present Betterton's histrionic ideals 
Perhaps that part of the booh called “The Art of Playing...” did originate with 
Betterton, for a later \oIume The History of the English Stage., also ascribed to 
Betterton, contains similar material 

Betterton, whose father was under-cooh to Charles I, was apprenticed to a 
bookseller John Rhodes (c. 1606-1710), a theatre enthusiast and manager, from 
whom he received his first theatrical tr ainin g When Sir W illiam Davenant organ 
lzed The Duke's Men, Betterton became part of the companj, and at Davenant’s 
death he aided in the management of the troupe. An orig inal and inventive player, 
he was greatly admired in his own day b) Samuel Pepys and Sir Richard Steele, 
among others His performance of Hamlet, for which he was celebrated, supposed!) 
derived its excellence from the fact that Davenant instructed him m the manner in- 
herited from Joseph Ta)lor (15S6 3 - 1652), who is said to have followed Burbage 
m the role. Betterton was more than the greatest actor of the age, he w as its theat 
ncal leader Kang James II, for example, sent him to France to study its theatres 
Betterton’s papers on “The Art of Playing and the Duty and Qualifications of 
Actors,” introduced by Gtldon in his book, open with a moral defense of plarers 
and the stage and an appeal to actors to take “most nice care of their reputation.” 
Although the writer points out that Mrs Bradshaw ‘ left the figure and amen to 
nature,’ he recommends rules in the studs of acting His comment that “there 'tens 
a necessity of some marks, or rules to fix the standard of what is natural,'’ suggest 
the interpretation of nature in eighteenth century literature on acting 

Specific principles offered for stage action are schematized instrument similar 
to those in Quintilian, and for the art of speaking Julius Pollux’ carslrges cr vc-ers 
is utilized, as it was by the anonymous author of The Cypra- Cmuxr-r-. Scudv 
of history , philosophy, rhetoric, painting, and sculpture is rece m— yr-.ar * mi cm acto- 
who wants to present characters with decorum. 


The Qualifications of a Player 
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I am sensible, that my friends taste of these pleasures was stronger in his 
>outh, than at this time, when the moroseness of age rebates the edge of our appe 
tttes in more pleasures, than one He would else allow that no woman of his time 
excelled Mrs [Elizabeth] Barry, nor any man yourself I mean not to flatter you 
(said I, finding him a little uneasy with my compliment) for it is really my opin 
ion, but I must confess, I see but little prospect, that we have of the stages long 
surviving you two, at least, in its most valuable part, tragedy, 1 choose to 
attribute this decay of tragedy to our want of tragedians, and indeed tragic poets, 
than to the corruption of the people 

Though I am of opinion (replied Mr Betterton) that the decay of the stage 
is in great measure owing to the long continuance of the war, yet, I confess I am 
afraid, that too much is derived from the defects of the stage itself When I was 
a young player under Sir William Davenant, we were under a much better disci 
pline, we were obliged to make our study our business, which our young men do 
not think it their duty now to do, for they now scarce ever mind a word of their 
parts but only at rehearsals, and come thither too often scarce recovered from their 
last nights debauch, when the mind is not very capable of considering so calmly 
and judiciously on what they have to study, as to enter thoroughly into the nature 
of the part, or to consider the variation of the voice, looks, and gestures, which 
should give them their true beauty, many of them thinking the making a noise 
renders them agreeable to the audience, because a few of the upper gallery dap the 
loud efforts of their lungs, in which their understanding has no share They think 
it a superfluous trouble to study real excellence, which might rob them of what they 
fancy more, midnight, or indeed whole nights debauches, and a lazy remissness in 
their business 

Another obstacle to the improvement of our young players, is, that when they 
have not been admitted above a month or two into the company, though their edu 
cation and former business were never so foreign to acting, they vainly imagine 
themselves masters of that art, which perfeedy to attain, requires a studious applies 
tion of a man’s whole life They take it therefore amiss to ha\c the author gne 
them any instruction, and though they know nothing of the art of poetry, will 
give their censure, and neglect or mind a part as they think the author and his 
part deserves Though m this they are led by fancy as blind as ignorance can make 
it, and so wandering without any certain rule of judgment, generally favor the bad 
and slight the good Whereas it has ahva)s been mine and Mrs Barry’s pracuce to 
consult e\en the most indifferent poet in any part we have thought fit to accept, 
and I may say it of her, she has often so exerted herself in an indifferent part, that 
her acting has given success to such plays, as to read would turn a man's stomach, 
and though I could never pretend to do so much service that way as she has done, 
yet I have never been wanting in my endeavors But while the young gendemen 
will think themselves masters before they understand any one point of their art 
and not give themsehes leisure and time to study the graces of action and utter 
ance, it is impossible that the stage should flourish, and advance in perfection 

F am very sensible (said I, finding that he had done) of the justness of what 
you haie said, Sir, but am apt to believe much of those errors, which you remark 
proceed from want of judgment m the managers, in admitting people unqualified 
by nature, and not providing such men to direct them who understand the art they 
should be improved in All other arts people are taught by masters skillful in them 
but here ignorance teaches itself, or rather confirms itself into the confidence of 

[ 98 ] 



ENGLAND 11. 


knowledge, by going on without any rebuke I hive often wished, therefore, that 
some men of good sense, and acquainted with the graces of action and speaking, 
would lay down some rules, by which the young beginners might direct themsehes 
to that perfection, which e\ cry body is sensible is extremely (and perhaps always 
has been) wanted on our stage .. I wish I could pretail with you to deliver your 
sentiments on this head, so that from them we might form a system of acting 
which might be a rule to future players and teach them to excel not only themselves, 
but those who hate gone before them 

Were I, Sir (replied he with a graceful modesty), as capable as you would per- 
suade me that you think me, I should easily be prevailed with to communicate my 
notions on this head, but being sensible of my incapacity, for the very reasons you 
hate mentioned, of my ignorance of the learned tongues, I must be excused, yet 
not to disappoint you entirely, I shall fetch you a manuscript on this head, written 
by a friend of mine, to which I confess I contributed all, that I was able, which 
if well perused, and thoroughly weighed, I persuade myself our stage would rise and 
not fall in reputation. 

On this he went into his house, and after a little stay returned to us with some 
loose papers, which 1 knew to be in his own hand he thus began. 

Ilemg to treat of the Art of Playing, and the Duty and Qualifications of Actors, 
l think it w ill be no improper method first to consider, w hat regard an actor ought 
to have to his conduct off the stage, before we treat of what he is to do upon it. 

1 have not found in all the clamors against the stage, any one that denies the 
usefulness of the drama, if justly managed, nay, Mr [Jeremy] Collier the most 
formidable enemy of this diversion does allow, that the wit of man cannot m 
vent any more efficacious means of encouraging virtue, and depressing of vice 

Hence 1 bdieve it ts evident, that they suppose the moral lessons, which the 
stage presents, may make the greatest impressions on the minds of the audience, 
because the instruction is conveyed with pleasure, and by the ministrations of the 
passions, which always have a stronger remembrance, than the calmer precepts of 
reason 

Put then I think there is no manner of doubt but that the lives and charac 
ters of those persons, who arc the vehicles, as I may call them, of these instructions, 
must contribute very much to the impression the fable and moral will make. Tor 
to hear virtue, religion, honor recommended by a prostitute, an atheist, or a rake, 
makes them a test to many people* who would hear the same done with awe by 
persons of known reputation in those particulars... 

Ior this reason, I first recommend to our players, both male and female, the 
greatest and most nice care of thar reputation imaginable.. 

To begin . with action, the player is to consider, that it is not every rude 
and undesigmng action, that is his business, for that is what the ignorant as well 
as skillful may have, nor can indeed want but the action of a player is that, which 
ts agreeab’e to personation, or the subject he represents Now what he represents 
ts man in his various characters, manners, and passions, and to these heads he must 
adjust every action, he muit perfectly express the quali'v and manners of the man 
whose person he assumes, that is, he must know how his manners are compounded, 
and from thence know the several features, as I may call them, of h » passions. A 
patriot, a prince, a beggar, a down, ctc^ must each have thar propriety, and dis- 
tinction in action as well as words and language. An actor therefore must vary 
with hts argument, that ts, cany the person in all his nunr-rs and qualities with 
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him in every action and passion, he must transform himself into every person he 
represents, since he is to act all sorts of actions and passions Sometimes he is to be 
a lover, and know not only all the soft and tender addresses of one, but what are 
proper to the character, that is m love, whether he be a prince or a peasant, a hot 
and fiery man or of more moderate and phlegmatic constitution, and even the de 
grees of the passions he is possessed with Sometimes he is to represent a choleric, 
hot and jealous man, and then he must be thoroughly acquainted with all the mo- 
tions and sentiments productive of those motions of the feet, hands, and looks of 
such a person in such circumstances Sometimes he is a person all dejected and 
bending under the extremities of grief and sorrow, which changes the whole form 
and appearance of him tn the representation, as it does really in nature SomeUmes 
he is distracted and here nature will teach him, that his action has always some 
thing wild and irregular though even that regularly, that his eyes, his looks or 
countenance, motions of body, hands and feet be all of a piece, and that he never 
falls into the indifferent state of calmness and unconcern As he now represents 
Achilles, then Aeneas another time Hamlet then Alexander the Great and Oedipus 
he ought to know perfectly well the characters of all these heroes the very same pas 
stons differing in the diffcient heroes as their characters differ 

To know these different characters of established heroes the actor need only 
be acquainted with the poets, who write of them, if the poet who introduces them 
in his play has not sufficiendy distinguished them But to know the different 
compositions of the manners, and the passions springing from those manners, he 
ought to have an insight into moral philosophy, for they produce various appear 
ances m the looks and actions, according to their various mixtures For that the 
very same passion has various appearances, is plain from the history patnters, who 
have followed nature The history painters indeed hive observed a decorum in 
their pieces, which wants to be introduced on our stage, for there is never any 
person on the cloth, who has not a concern in the action This would render the 
representation extremely solemn and beautiful, but on the stage, not only the super 
numeranes, as they call them, or attendants, mind nothing of the great concern of 
the scene, but even the actors themselves, who are on the stage, and not in the very 
principal parts, shall be whispering to one another, or bowing to their friends in the 
pit, or gazing about But if they made playing their study (or had indeed a genius 
to their art), as it is their business they would not only not be guilty of these ab- 
surdities, but would observe nature wherever they found it offer anything that 
could contribute to their perfection . . 

I must say this in the praise of Mr [Robert] Wilks, he Iways takes care to 
give the prompter little trouble, and never wrongs the poet by pitting in anything 
of his own, a fault, which some applaud themselves for, though they deserve a sc 
vere punishment for their equal folly and impudence They forget Hamlets advice 
to the players This is too frequently done by some of our popular but half 
comedians But it is, I think, a greater fault in a tragedian, who through his im 
perfectness in his part shall speak on any stuff, that comes in his head, which must 
infallibly prejudice the true expression of the business of the play, let it be passion 
description, or narration But notwithstanding this supmity in general of too many 
of our modern players, we have sometimes some of them who are m earnest, for 
I remember I once saw Mr Benjamin Johnson [d 1742] (our present Roscius) 
act with such an engagement m the part that I could not persuade myself, that 
it was acting but the reality, though this often depends on the poet m his furnish 
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tag h« characters with matter enough to engage the player to enter entirely into it, 
but a good player will help out an indifferent poet 

But this address in the performance can never be obtained without the last 
degree of perfectness, for without that the player can never be free from the apprc 
hension of being out Among those players, who seem always to be in earnest, I 
must not omit the principal, the incomparable Mrs Barry, her action is always just, 
and produced naturally by the sentiments of the part, which she acts, and she every 
where observes those rules prescribed to the poets by Horace, and which equally 
reach the actors .. 

She indeed always enters into her part, and is the person she represents 
Thus T have heard her say, that she never said, Ah f Poor Castaho* in the 
Orphan, without weeping And I have frequendy observed her change her counte- 
nance several times as the discourse of others on the st 3 ge have affected her 
in the part she acted This is being thoroughly concerned, this is to know her part, 
this is to express the passions in the countenance and gesture 

Then that conduct of the other hope of the English stage, Mrs Bradshaw, 
(of whom we might say in acting, as one said of Tasso in poetry, that if he was 
not the best poet, he had hindered Virgil from being the only poet, so that if she 
be not the best actress the stage has known, she has hindered Mrs Barry from 
being the only actress) would certainly be very just, for a friend of mine dis 
coursing with her of the action of the stage, she told him, that she endeavored 
first to make herself mistress of her pan, and left the figure and action to nature 
Though a great genius may do this, yet art must be consulted in the study 
of the larger share of the professors of this art and to express nature jusdy, 
one must be master of nature in all its appearances, which can only be drawn 
from observation, which will tell us, that the passions and habits of the mind 
discover themselves m our looks, actions and gestures 

Thus wc find a rolling eye that is quick and inconstant in its motion, argues 
a quick but light wit, a hot and choleric complexion, with an inconstant and 
impatient mind, and in a woman it gives a strong proof of wantoness and im 
modesty Heavy dull eyes a dull mind, and a difficulty of conception For this 
reason vve observe, that all or most people in years, sick men, and persons of a 
phlegmatic constituuon are slow in the turning of their eyes 

That extreme propension to winking m some eyes, proceeds from a soul very 
snb;ert to fear, arguing a weakness of spirit, and a feeble disposition of the eyelids 
A bold staring eye, that fixes on i man, proceeds either from a blockish 
stupidit) as in rustics, impudence, as in malicious persons, prudence, as in those 
m authority, or incontinence as in lewd women 

Eyes enflamed and fiery are the genuine effect of choler and anger, eyes 
quiet, and calm with a secret kind of grace and pleasantness are the offspring 
of love and friendship 

Thus the voice, when loud, discovers wrath and indignation of mind, and a 
small trembling voice proceeds from fear 

In like manner, to use no actions or gestures in discourse, is a sign of 3 
heavy and slow disposition, as too much gesticulation proceeds from lightness, 
and 3 mean betwixt both is the effect of wisdom and gravity, and if it be not 
too quick, it denotes magnanimity Some are perpetually fiddling about their 
clothes so that they scarce are dressed till they go to bed, which is an argument 
of a childish and empty mind 
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Some cast their heads from one side to the other wantonly and lightly, the 
true effect of folly and inconstancy Others think it essential to prayer, to writhe 
and wrest their necks about, which is a proof of hypocrisy, superstition, or fool 
is hues s Some are wholly taken up in viewing themselves, the proportion of their 
limbs, features of their faces, and gracefulness of mien, which proceeds from 
pride, and a vain complaisance in themselves, of this number are coquettes 

In this manner I might run through all the natural actions, that are to be 
found in men. of different tempers 

# • * * 

Tis true, it must be confessed, that the art of gesture seems more difficult 
to be obtained, than the art of speaking, because a man s own ear may be judge 
of the voice, and its several variations, but cannot see his face at all and the 
motion of the other parts of the body, but very imperfectly Demosthenes . 
to make a true judgment how far his face and limbs moved and kept to the rules 
of good action and gesture, set before him a large looking glass sufficient to 
represent the whole body at one view, to direct him in distinguishing betwixt 
right and wrong, decent and indecent actions, but yet, though this might not 
be unuseful, it lies under this disadvantage, that it represents on the right what 
is on the left, and on the contrary, on the left what is on the right hand 

Tis true that some have advised the learner to have some excellent pattern 
always before his eyes, and urge, that Hortcnsius was so to Roscius and Acsopus, 
who always made it their business to be present at his pleadings with that 
attention as to improve themselves so far by what they saw, as to carry away his 
fine actions and gesture and practice afterwards on the stage, what they had 
seen at the bar, yet can I not allow of this imitation in acting, for when a very 
young player conceives a strong opinion of any one of received authority on 
the stage, he at best becomes a good copy, which must always fall short of an 
original Besides, this instance of the two Roman players will not reach our 
case, since they were established players, had fixed their characters, and manner 
of playing, and only did by Hortcnsius what a player now might do by the 
fine pieces of history painting, carry off the beautiful passions and positions 
of the figures, or the particular appearance of any one passion 

But it may be objected, that what I have delivered all this time seems rather 
to dwell upon generals, than to come to any particulars I confess in this art it 
is much an easier matter to discourse in a general manner, than to deliver par 
ticular rules for the direction of our actions Yet I believe I may venture to 
say, that as general as my discourse may seem to some, those, who have any true 
genius to playing will find such particular instructions, as may be of very 
great use to them, and this art, as well as most others, but especially poetry, 
delivers such rules, that are not easily understood without a genius 

COLLEY CIBBER 
(1671 - 1757) 

Colley Cibber, actor, playwright, manager, teacher, is a good example of the 
ill around man of the theatre in this period According to actor Thomas Davies 
(1712 1785) Dramatic Miscellanies Cibber, son of a sculptor, pestered John Downes, 
prompter of Drury Lane, for a job as an actor Anecdote has it that his first acting 
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chore was to carry a message to Betterton, but Master Colley was so frightened that 
he disturbed the progress of the scene He did, however, begin to have success as 
a comic actor When the Betterton group left the united theatrical company to form 
a company of its own, Cibber remained at Drury Lane From Betterton’s death un 
til the emergence of Garrick, he was an important theatrical leader With Wilks 
and Booth, he successfully managed Theatre Royal at Drury Lane 

As a playwright Cibber can be credited with initiating the vogue of sentimental 
comedy m his play Love’s Last Shift The success of his writing and acting in this 
play evoked The Relapse by Vanbrugh, in which Cibber created the character of 
Lord Foppmgton His play The Careless Husband gave Mrs Anne Oldfield her 
first successful role In addition to writing and managing, Cibber appeared m such 
roles as Sir Fophng Flutter in Etherege’s The Man of Mode, as Ben in Congreves 
Love for Love and as Iago 

In 1730 Cibber was appointed Poet Laureate, probably as a reward for his po- 
litical aid to the Hanovers He was the first actor writer so honored Although 
Cibber seems to have antagonized his associates both as manager and actor and 
although he earned a place in Pope's Dunctad he did make an important contnbu 
tion to the theatre He was a popular author of the new sentimental comic drama, 
he was an excellent comedian and a competent manager, and in his autobiography, 
Apology for his Life, he emerged 3 s an astute commentator on the art of acting 
His statements, some of which follow, are given as descriptions of the famous actors 
he knew, but as Walter Prichard Eaton has pointed out in The Actors Heritage, 
their value is greater as an indication of what good acting should be than as pure 
description 

Himself an actor of the exaggerated school in the early part of the eighteenth 
century, Cibber nevertheless gives an incisive picture of restraint in his evaluation 
of Betterton His discussions of actors in the Apology indicate a judicious appre 
elation of different styles of acting and an understanding of the basic problems 
in the actor’s art. 


Apology for His Life 


In the year 1690, when I first came into this company, [the united Duke 
and King’s Companies] the principal actors then at the head of it were 


Of Men 
Mr Betterton 
Mr Mountfort 
Mr Kynaston 
Mr Sandford 
Mr Nokes 
Mr Underhill 
Mr Leigh 


Of Women 
Mrs Betterton 
Mrs Barry 
Mrs Leigh 
Mrs Butler 
Mrs Mountfort 
Mrs Bracegirdle 


These actors, whom I have selected from their contemporaries, were all 
original masters in their different style, not mere auricular imitators of one 
another, which commonly is the highest ment of the middle rank, but self judges 


Colley Cibber’i Apology for bit Life London Ertrymin* Lifcrtry, J XL Dent *nd Soni LicL, 
TP 16 91 poatm, 294 297 ptnlrt. 
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of nature, from whose various lights they only took their true instruction If in 
the following account of them I may be obliged to hint at the faults of others, 
I never mean such observations should extend to those who are now in possession 
of the stage, for ns I design not my memoirs shall come down to their time 
I would not lie under the imputation of speaking in their disfavor to the public, 
whose approbation they must depend upon for support But to my purpose 

Betterton was an actor, as Shakespeare was an author, both without com 
pernors' formed for the mutual assistance and illustration of each other's genius! 
How Shakespeare wrote, all men who have a taste for nature may read, and 
know — but with what higher rapture would he still be read, could they conceive 
how Betterton played him Then mtght they know, the one was born alone to 
speak what the other only knew to write! Pity it is, that the momentary beauties 
flowing from an harmonious elocution, cannot like those of poetry be their own 
record' That the animated graces of the player can live no longer than the instant 
breath and motion that presents them, or at best can but faintly glimmer through 
the memory, or imperfect attestation of a few surviving spectators Could how 
Betterton spoke be as easily known as tthat he spoke, then might you see the 
muse of Shakespeare in her triumph, with all her beauties in their best array, 
rising into real life, and charming her beholders But alas' since all this is so 
far out of the reach of description, how shall I show you Betterton? Should I 
therefore tell you, that all the Othellos, Hamlets, Hotspurs, Macbeths, and 
Brutus s whom you may have seen since his time, have fallen far short of him, 
this still should give you no idea of his particular excellence Let us see then 
what a particular comparison may do! whether that may jet draw him nearer 
to you ? 

You have seen a Hamlet perhaps, who, on the first appearance of his 
father's spirit, has thrown himself into all the straining vociferation requisite 
to express rage and fury, and the house has thundered with applause, though 
the misguided actor was all the while (as Shakespeare terms it) tearing a passion 
into rags I am the more bold to offer you this particular instance, because the 
late Mr Addison, while I sat by him, to see this scene acted, made the same 
observation, asking me with some surprise, if I thought Hamlet should be in 
so violent a passion with the Ghost, which though it might have astonished it had 
not provoked him? for you may observe that in this beautiful speech, the passion 
never rises beyond an almost breathless astonishment, or an impatience, limited 
by filial reverence, to enquire into the suspected wrongs that may have raised him 
from his peaceful tomb! and a desire to know what a spirit so seemingly dis 
tressed, might wish or enjoin a sorrowful son to execute towards his future quiet 
in the grave? This was the light into which Betterton threw this scene, which 
he opened with a pause of mute amazementl then rising slowly to a solemn 
trembling voice, he made the Ghost equally terrible to the spectator as to himself' 
and in the descriptive part of the natural emotions which the ghasdy vision 
gave him, the boldness of his expostulation was still governed by decency, manly, 
but not braving, his voice never rising into that seeming outrage, or wild defiance 
of what he naturally revered But alas! to preserve this medium, between 
mouthing, and meaning too litde, to keep the attention more pleasingly awake, 
by a tempered spirit, then by mere vehemence of voice, is of all the master 
strokes of an actor the most difficult to teach In this none yet have equalled 
Betterton But I am unwilling to show his superiority only by recounting the 
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errors of those who now cannot answer to them, let their farther failings 
therefore be forgotten! or rather, shall I in some measure excuse them? for I am 
not yet sure, that they might not be as much owing to the false judgment of 
the spectator as the actor While the million are so apt to be transported, when 
the drum of their ear is so roundly rattled, while they take the life of elocution 
to lie in the strength of the lungs, it is no wonder the actor, whose end is applause, 
should be also tempted, at this easy rate, to exate it Shall I go a little farther 5 
and allow that this extreme is more pardonable than its opposite error? I mean 
that dangerous affectation of the monotone, or solemn sameness of pronunciation 
which to my ear is insupportable, for of all faults that so frequently pass upon 
the vulgar, that of flatness will have the fewest admirers He that feels not 
himself the passion he would raise, will talk to a sleeping audience But this 
never was the fault of Betterton, and it has often amazed me to see those who 
soon came after him, throw out in some parts of a character, a just and graceful 
spirit, which Betterton himself could not but have applauded And yet m the equally 
shining passages of the same character, have heavily dragged the sentiment along 
like a dead weight with a long toned voice, and absent eyes, as if they had 
fairly forgot what they were about If you have never made this observation, 
I am contented you should not know where to apply it 

A farther excellence m Betterton, was that he could vary his spirit to the 
different characters he acted Those wild impatient starts, that fierce and flashing 
fire, which he threw into Hotspur, never came from the unruffled temper of 
Brutus (for I have, more than once, seen a Brutus as warm as Hotspur), when 
the Betterton Brutus was provoked, in his dispute with Cassius, his spirit flew 
only to his ejes, his steady look alone supplied that terror, which he disdained 
an intemperance in his voice should nse to Thus, with a settled dignity of con 
tempt, like an unheeding rock, he repelled upon himself the foam of Cassius 

But with whatever strength of nature we sec the poet show it once the 
philosopher and the hero, yet the image of the actor’s excellence will he still 1m 
perfect to you, unless language could put colors m our words to paint the voice with 

The most that a Vandyke can arrive at, is to make his portraits of great 
persons seem to thml( a Shakespeare goes farther yet, and tells you uhat his 
pictures thought, a Betterton steps beyond them both and calls them from the 
grave, to breathe, and be themselves again, in feature, speech, and motion When 
the skillful actor shows you all these powers at once united, and he gratifies at 
once your eye, your ear, your understanding To conceive the pleasure ristng 
from such harmony, you must have been present at it! ’us not to be told youf 
• • • • 

Betterton had so just a sense of what was true or false applause, that 
I have heard him say he never thought any kind of it equal to an attentive 
silence, that there were many ways of deceiving an audience into a loud one 
hut to keep them hushed and quiet, was an applause which only truth and merit 
could arrive at of which art, there never was an equal master to himself From 
these vanous excellencies he had so full a possession of the esteem and regard 
of his auditors, that upon his entrance into every scene, he seemed to seize upon 
the eyes and ears of the giddy and inadvertent. To have talked or looked another 
way, would have been thought insensibility or ignorance In all his soliloquies 
of moment, the strong intelligence of his attitude and aspect, drew you into 
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such an impatient gaze, and eager expectation, that jou almost imbibed the senti 
ment with your eye, before the ear could reach it 

As Betterton is the center to which ill my observitions upon action tend, 
you will give me lease, under lus character, to enlarge upon that head In the just 
delivery of poetical numbers, particularly where the sentiments arc pathetic, tt 
is scarce credible upon how minute an article of sound depends their greatest 
beauty or inaffcction The voice of a singer is not more strictly tied to time 
and tunc, than that of an actor in theatrical elocution the least syllable too long 
or too slighdy dwelt upon in a period, depreciates it to nothing, which very 
syllabic, if rightly touched, shill, like the heightening stroke of light from a 
master’s pencil, give life and spirit to the whole I never heard a line in tragedy 
come from Betterton, wherein my judgment, my ear, and my imagination, were 
not fully satisfied, which, since his time, I cannot equally say of any one actor 
whatsoever not but it is possible to be much his inferior with great excellencies, 
which I shall observe m another place Had it been practicable to have tied 
down the clattering hands of all the ill judges who were commonly the majority 
of an audience, to what amazing perfection might the Lnglish theatre have 
arrived, with so just an actor as Betterton it the head of it* If what was truth 
only could have been applauded, how many noisy ictors had shook their plumes 
with shame, who, from the injudicious approbation of the multitude, have 
bawled and strutted in the place of merit? If therefore the bare speaking voice 
has such allurement in it, how much less ought we to wonder, however we may 
lament, that the sweeter notes of vocal music should so have captivated even the 
politer world into an apostacy from sense to an idolatry of sound . 

As we have sometimes great composers of music who cannot sing, we 
have as frequently great writers that cannot read, and though, without the nicest 
ear, no man can be master of poetical numbers, yet the best ear in the world will 
not always enable him to pronounce them Of this truth, Drydcn, our first great 
master of verse and harmony, was a strong instance When he brought his 
play of Amphytnon to the stage, I heard him give it his first reading to the 
actors, in which, though it is true he delivered the plain sense of every period, 
yet the whole was in so cold, so fiat, and unafTccting a manner, that I am afraid 
of not being believed when I affirm it 

On the contrary, [Nathaniel] Lee, far his inferior in poetry, was so pathetic 
a reader of his own scenes, that I have been informed by an actor, who was 
present, that while Lee was reading to Major [Michael] Mohun at a rehearsal, 
Mohun, in the warmth of his admiration, threw down his part, and said, “Unless 
I were able to play it as well as you read it, to what purpose should I under 
take it?” and yet this very author, whose elocution raised such admiration in 
so capital an actor, when he attempted to be an actor, himself, soon quitted the 
stage, in an honest despair of ever making any profitable figure there From 
all this I would infer, that let our conception of what we arc to speak be ever 
so just, and the ear ever so true, yet, when we arc to deliver it to an audience 
(I will leave fear out of the question), there must go along with the whole, a 
natural freedom, a becoming grace, whtch is easier to conceive than describe 
For without this inexpressible somewhat, the performance will come out oddly 
disguised, or somewhere defectively, unsurprising to the hearer .. After I have 
shown you so many necessary qualifications, not one of which can be spared in 
true theatrical elocution, and have at the same time proved that with the assistance 
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of them all united, the whole may still come forth defective, what talents shall 
we say will infallibly form an actor? This, I confess, is one of nature’s secrets, 
too deep for me to dive into, let us content ourselves therefore with affirming 
that genius, which nature only gives, only can complete him This genius then was 
so strong in Betterton, that it shone out m every speech and motion of him 
Yet voice, and person, are such necessary supports to it, that, by the multitude, 
they have been preferred to genius itself, or at least often mistaken for it Better 
ton had a voice of that kind which gave more spirit to terror than to the softer 
passions, of more strength than melody The rage and jealousy of Othello became 
him better than the sighs and tenderness of Castaho for though in Castaho he 
only excelled others, in Othello he excelled himself, which you will easily be 
lieve, when you consider, that Othello has more natural beauties than the 
best actor can find in all the magazine of poetry to animate his power and delight 
his judgment with 

The person of this actor was suitable to hts voice, more manly than sweet, 
nor exceeding the middle stature, inclining to the corpulent, of a serious and 
penetrating aspect, his limbs near the athletic than the delicate proportion, yet 
however formed, there arose from the harmony of the whole a commanding 
mien of majesty which the fairer faced, or (as Shakespeare calls ’em) the curled 
darlings of his time, ever wanted something to be equal masters of There was 
some years ago, to be had, almost in every pnntshop, a metzotinto, from Kncller, 
extremely like him 

In all I have said of Betterton, I confine myself to the time of his strength, 
and highest power in action, that you may make allowances from what he was 
able to execute at fifty, to what you might have seen of him at past seventy, for 
though to the last he was without his equal, he might not then be equal to his 
former self, jet so far was he from being ever overtaken, that for many years 
after his decease, I seldom saw any of his parts, in Shakespeare, supplied, by others, 
but it drew from me the lamentation of Ophelia upon Hamlets being unlike 
what she had seen him 

Ahl woe is me* 

T have seen, what I have seen, see what I see! 

* • • • 

I once thought to have filled up my work with a select dissertation upon 
theatrical action, hut ”l find, by the digressions 1 have been tempted to make in 
this account of Betterton that all I can say upon that head will naturally fall in, 
and possibly be less tedious, if dispersed among the various characters of the 
particular actors I have promised to treat of 

[Edward] Kynastov 

Of this real majesty [Henry IV] Kynaston was entirely master, here every 
sentiment came from him, as if it had bixn his own, as if he had himself, that 
instant, conceived it, as if he had lost the player and were the real king he 
personated! A perfection so rarely found, that very often m actors of good repute 
a certain vacancy of look, inanity of voice, or superfluous gesture shall unmask 
the man, to the judicious spectator, who from the least of those errors platnlj 
secs the whole but a lesson given him to be got by heart, from some great 
author, whose sense is deeper than the repeater’s understanding This true majesty 
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Kynaston had so entire a command of, that when he whispered the following 
plain line to Hotspur, 

Send us jour prisoners, or joull he3r of it! 
he conveyed a more terrible menace in it than the loudest imtempcrance of 
voice could swell to But let the bold imitator beware, for without the look, and 
just elocution that watted on it, an attempt of the same nature may fall to nothing 
But the dignity of this character appeared in Kynaston still more shining, in 
the private scene between the king and prince his son there you saw majesty, 
in that sort of grief which only majesty could feel* there the paternal concern 
for the errors of the son made the monarch more reicred and dreaded His 
reproaches so just, yet so unmixed with anger (and therefore the more piercing), 
ojJcmng as it were the arms of nature, with a secret wish that filial duty and 
penitence awaked, might fall into them with grace and honor In this affecting 
scene I thought Kynaston showed his most masterly strokes of nature expressing 
all the various motions of the heart with the same force, dignity and feeling 
they were written, adding to the whole that peculiar and becoming grace which 
the best writer cannot inspire into any actor th3t is not born with it NVhat made 
the merit of this actor, and that of Betterton more surprising was, that though 
they both observed the rules of truth and nature, they were each as different in 
'heir manner of acting, as m their personal form and features 


[William] Molntfort 

[1660 1692 ] 

Mountfort, a younger man by twenty years, and at this time in his highest 
reputation, was an actor of a very different style Of person he was tall, well 
made, fair, and of an agreeable aspect, his voice dear, full and me’odious In 
tragedy he was the most affecting lover within my memory His addresses had 
a resistless recommendation from the very tone of his voice, which gave his 
words such softness, that as Drydcn says, 

Like flakes of feather'd snow, 

They melted as they fell I 

All this he particularly verified in that scene of Alexander, where the hero throws 
himself at the feet of Statira for pardon of his past infidelities There we saw 
the great, the tender, the penitent, the despairing, the transported, and the amiable, 
in the highest perfection In comedy, he gave the truest life to what we call the 
line gentleman, his spine shone the brighter for being polished with decency 
In scenes of gaiety, he never broke into the regard that was due to the presence 
of equal, or superior characters, though inferior actors played them, he filled 
the stage, not by elbowing, and crossing it before others, or disconcerting their 
action, but by surpassing them, in true and masterly touches of nature He never 
laughed at his own jest, unless the point of his raillery upon another required it* 
He had a particular talent, in giving life to bons mots and repartees the wit of 
the poet seemed always to come from him extempore and sharpened into more wit 
from his brilliant manner of delivering it, he had himself a good share of it, ° r 
what is equal to it, so lively a pleasantness of humor, that when either of these 
fell into his hands upon the stage, he wantoned with them, to the highest delight 
of his auditors The agreeable was so natural to him, that even m that dissolute 
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character of the Rover he seemed to wash off the guilt from vice, and gave . 
charms and merit .. \ 

He had besides all this, a variety in his genius which few capital actors 
have shown, or perhaps have thought it any addition to their merit to arrive at, 
he could entirely change himself, could at once throw off the man of sense, for 
the brisk, vain, rude and lively coxcomb, the false flashy pretender to wit, and 
the dupe of his own sufficiency Of this he gave a delightful instance m the 
character of Sparkish m Wycherlj’s Country Wife In that of Sir Courtly Nice 
his excellence was still greater There his whole man, voice, mien, and gesture, 
was no longer Mountfort, but another person There the insipid, soft civilitv, 
the elegant, and formal mien, the drawling delicacy of voice, the stately flatness 
of his address, and the empty eminence of his attitudes were so nicely observed 
and guarded by him, that had he not been an entire master of nature, had he 
not kept his judgment, as it were, a sentinel upon himself, not to admit the least 
likeness of what he used to be to enter into any part of his performance, 
he could not possibly have so completely finished it . . . 

[Samuel] Sa sword 

[— 1700 ?] 

Sandford . . . an excellent actor in disagreeable characters., was not the stage 
villain by choice, but from necessity, for having a low and crooked person, such 
bodily defects were too strong to be admitted into great or amiable characters, 
so that whenever, m any new or revived play, there was a hateful or mischievous 
person, Sandford was sure to have no competitor for it . . In this disadvantageous 
light, then, stood Sandford, as an actor, admired by the judicious, while the 
crowd only praised him by their prejudice And so unusual had it been to 
see Sandford an innocent man in a play, that whenever he was so, the spectators 
would hardly give him credit in so gross an improbability . . 

For my own part, I profess myself to have been an admirer of Sandford, 
and have often lamented that his masterly performance could not be rewarded 
with that applause which I saw much inferior met with, merely because the) 
stood in more laudable characters For, though it may be a merit in an audience 
to applaud sentiments of virtue and honor, yet there seems to be an equal 
justice that no distinction should be made, as to the excellence to an actor, whether 
in a good or evil character, since neither the vice, nor the virtue of it, is his 
own, but given him by the poet Therefore, why is not the actor who shines in 
cither equally commendable? No, sir, this ma) be reason, but that is not always 
a rule with us, the spectator will tell you, that when virtue is applauded, he 
gives p3rt of it to himself, because his applause at the same time lets others 
about him sec that he himself admires it. But when a wicked action is going 
forward, when an logo is meditating revenge, and mischief, though art and 
nature may be equally strong in the actor, the spectator is shy of his applause, 
lest he should, in some sort, be looked upon as an aider or an abettor of the 
wickedness in view, and therefore rather chooses to rob the actor of praise he 
may merit, than give it him in a character which he would have you see hts 
silence modestly discourages From the same fond principle, many actors have 
made it a point to be seen in parts sometimes, even flatly written, only because ! 
they stood in the favorable light of honor and virtue ... 
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[Jamfs] Noses 
[d 1692?] 

I come now to those oilier men actors who, at this time, were equally famous 
m the lower life of comedy But I find myself more at a loss to give you them, 
in their true and proper light, than those 1 ha\e already set before you Why 
the tragedian warms us into joy, or admiration, or sets our eyes on flow with pity, 
we cm easily explain to another s apprehension, but it may sometimes puzzle the 
gravest spectator to account for that familiar violence of laughter, that shall seize 
him at some particular strokes of a true comedian How then shall I describe 
what a better judge might not be able to express? The rules to please the fancy 
cannot so easily be laid down, ns those that ought to gosern the judgment. The 
decency too, that must be observed in tragedy, reduces by the manner of 
speaking it one actor to be much more like another, than they can or need be 
supposed to be in comedy There the laws of action give them such free, and 
almost unlimited liberties, to play and wanton with nature, that the voice, look 
and gesture of a comedian may be as various as the manners and faces of the 
whole mankind arc different from one another These are the difficulties I lie under 
Where I want words, therefore, to describe vvh3t I may commend, I can only hope 
you will give credit to my opinion, and credit I shall most stand in need of when 
I tell you, that Nokcs was an actor of a quite different genius from any I base 
ever read, heard of, or seen, since or before his time, and yet his general excellence 
may be comprehended in one article, viz a plain and palpable simplicity of nature 
which was so utterly his own, that he was often as unaccountably diverting in 
his common speech, as on the stage . . 

He scarce ever made his first entrance in a play but he was received with 
an involuntary applause, not of hands only, for those may be, and have often 
been partially prostituted and bespoken, but by a general laughter, which the 
very sight of him provoked, and nature could not resist, yet the louder the 
laugh the graver was his look upon it, and sure, the ridiculous solemnity of his 
features were enough to have set a whole bench of bishops into a titter, could he 
have been honored (may it be not offense to suppose it) with such grave and 
right reverend auditors In the ludicrous distresses, which by the laws of comedy 
folly is often involved in, he sunk into such a mixture of piteous pusillanimity, 
and a consternation so ruefully ridiculous and inconsolable, that when he had 
shook you, to a fatigue of laughter, it became a moot point whether you ought 
not to have pitied him When he debated any matter by himself, he would 
shut up his mouth with a dumb studious pout, and roll his full eye into such 
a vacant amazement, such a palpable ignorance of what to think of it, that his 
silent perplexity (which would sometimes hold him several minutes) gave your 
imagination as full content as the most absurd thing he could say upon it In the 
character of Sir Martin Marrall, who is always committing blunders to the 
prejudice of his own interest, when he had brought himself to a dilemna in hu 
affairs, by vainly proceeding upon his own head, and was afterwards afraid to 
look his governing servant and counsellor in the face, what a copious, and dis 
tressful harangue have I seen him make with his looks (while the house has been in 
one continued roar, for several minutes) before he could prevail his courage to 
speak i word to him! Then might you have at once, read in his face vexation— that 
his own measures, which he had piqued himself upon, had failed Envy — of his 
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servant’s superior wit Distress — to retrieve, the occasion he had lost Shame — 
to confess his folly, and yet a sullen desire, to be reconciled and better advised, 
for the future! What tragedy ever showed us such a tumult of passions, rising, at 
once, in one bosom! or what buskmed hero standing under die load of them, 
could have more effectually moved his spectators by the most pathetic speech, 
than poor miserable Nohes did, by his silent eloquence, and piteous plight of his 
features? . . . 


Mrs Barry 

Mrs Elizabeth Barry was then in possession of almost all the chief parts 
m tragedy With what shill she gave life to them, you will judge from the 
words of Dryden, m his preface to Clcomenes where he says, 

4 Mrs Barry, always excellent, has in this tragedy excelled herself, and gained 
a reputation bejond any woman I have ever seen on the theatre ” 

J very perfectly remember her acting that part, and however unnecessary it 
may seem, to give my judgment after Dryden’s, I cannot help saying I do not 
only close with his opinion, but will venture to add that (though Dryden has 
been dead these thirty-eight years) the same compliment, to this hour, may be 
due to her excellence And though she was then, not a little, past her youth 
she was not, till that time, fully armed to her maturity of power and judgment 
From when I would observe, that the short life of beauty is not long enough 
to form a complete actress In men, the delicacy of person is not so absolutely 
necessary, nor the decline of it so soon taken notice of The fame Mrs Barry 
arrived to, is a particular proof of the difficulty there is, in judging with cer 
tainty, from their first trials, whether young people will ever make any great 
figure on a theatre There was, it seems, so little hopes of Mrs Barry, at her 
first setting out, that she was, at the end of the first jear, discharged the com 
pany, among others, that were thought to be a useless expense to it I take it for 
granted that the objection to Mrs Barry, at that time, must have been a defective 
ear, or some unskillful dissonance, in her manner of pronouncing But where 
there is a proper voice, and person, with the addition of a good understanding, 
experience tells us that such defect is not always invincible, of which, not only 
Mrs Barry, but the late Mrs [Anne] Oldfield are eminent instances Mrs 
Oldfield had been a year in the Theatre Royal before she was observed to give 
any tolerable hope of her bein£ an actress., so unlike to all manner of propriety 
was her speaking! How unaccountably then does a genius for the stage make 
its vvay toward perfection ? For, notwithstanding these equal disadvantages, both 
these actresses, though of different excellence, made themselves complete mis 
tresses of their art by the prevalence of their understanding If this observation 
may be of any use to the masters of future theatres, I shall not then have made 
it to no purpose 

Mrs Barry, in characters of greatness, had a presence of elevated dignity, 
her mien and motion superb, and gracefully majestic, her voice, full, clear, and 
strong, so that no violence of passion could be too much for her, and when 
distress, or tenderness possessed her, she subsided into the most affecting melody 
and softness In the art of exciting pity, she had a power beyond all the actresses 
I have yet seen, or what your imagination can conceive Of the former of 
these two great excellencies, she gave the most delightful proofs in almost all 
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the heroic plays of Dryden and Lee, and of the latter in the softer passions of 
Otway's Monimia and Belvidcra 

Mrs Bettertov 

Mrs Betterton [Mary Saunderson], though far advanced in jears, was so 
great a mistress of nature, that even Mrs Barry, who acted the Lady Macbeth 
after her, could not m that part, with all her superior strength and melody of 
voice, throw out those quick and careless strokes of terror, from the disorder 
of a guilty mind, which the other gave us with a facility in her manner that 
rendered them at once tremendous and delightful Time could not impair 
her skill, though he had brought her person to deca> She was, to the last 
the admiration of all true judges of nature and lovers of Shakespeare, in whose 
plays she chiefly excelled, and without a rival When she quitted the stage, several 
good actresses were the better for her instruction 

Mrs [William] Mountfort 

Mrs [William] Mountfort, whose second marriage gave her the name of 
[Mrs John] Verbruggen, was mistress of more variety of humor than I ever 
knew in any one woman actress This variety, too, was attended with an 
equal vivacity, which made her excellent in characters extremely different As 
she was naturally a pleasant mimic, she had the skill to make that talent useful 
on the stage, a talent which may be surprising in a conversation, and yet be lost 
when brought to the theatre But where the elocution is round, disUnct, 
voluble, and various as Mrs Mountfort s was, the mimic, there, is a great 
assistant to the actor Nothing though ever so barren, if within the bounds of 
nature, could be flat in her hands She gave many heightening touches to char 
farters but coldly written, and often made an author vain of his work that in 
itself had but little merit She was so fond of humor, in what low part soever 
to be found, that she would make no scruple of defacing her fair form, to come 
heartily into it, for when she was eminent in several desirable characters of wit 
and humor in higher life, she would be, in as much fancy, when descending 
to the antiquated Abigail, of Fletcher, as when triumphing m all the airs and 
vain graces of a fine lady, a merit that few actresses care for In a play of 
D urfey’s, now forgotten, called. The Western Lass which part she acted, she 
transformd her whole being, body, shape, voice, language, look, and features, 
into almost another animal, with a strong Devonshire dialect, a broad laughing 
voice, a poking head, round shoulders, an unconceiving eye, and the most 
bedizening dowdy dress, that ever covered the untrained limbs of a Joan Trot 
To have seen her here, you would have thought it impossible that same creature 
could ever have been recovered to what was as easy to her, the gay, the lively, 
and the desirable Nor was her humor limited to her sex, for, while her shape 
permitted, she was a more adroit pretty fellow than is usually seen upon the 
stage Her easy air, action, mien, and gesture quite changed from the quoif, 
to the cocked hat and cavalier tn fashion People were so fond of seeing her a man 
that when the part of Bayes in the Rehearsal had, for some time, lam dormant, 
she was desired to take it up, which I have seen her act with all the true 
coxcombly spirit, and humor, that the sufficiency of the character required 
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Mrs [Anne] Bracegirdle 

Mrs Bracegirdle was now but just blooming to her maturity, her reputation, 
is an actress, gradually rising with that of her person, never any woman was 
in such general favor of her spectators, which, to the last scene of her dramatic 
life she maintained, by not being unguarded in her private character This 
discretion contributed, not a lltde, to make her the Cara, the darling of the theatre 
Tor it will be no extravagant thing to say, scarce an audience saw her that were 
less than half of them lovers, without a suspected favorite among them I shall 
therefore only say of Mrs Bracegirdle, that the most eminent authors always 
chose her for their favorite character, and shall leave that uncontestable proof 
of her merit to its own value 

[Robert] Wilks and [Barton] Booth 

Wilks, from his first setting out, certainly formed his manner of acting 
upon the model of Mountfort, as Booth did his on that of Betterton But 
I cannot say either of them came up to their original Wilks had not that easy 
regulated behavior, or the harmonious elocution of the one, nor Booth that 
conscious aspect of intelligence nor requisite variation of voice, that made every 
line the other spoke seem his own, natural, self-delivered sentiment 

When an actor becomes, and naturally looks the character he stands in 
I have often observed it to have had as fortunate an effect, an 1 as much recoin 
mended him to the approbation of the common auditors, as the most correct or 
judicious utterance of the sentiments This was strongly visible in the favor 
able reception Wilks met with in Hamlet, where I own the half of what he 
spoke was as painful to my ear, as every line, that came from Betterton was 
charming, and yet it is not impossible, could they have come to a poll but 
Wilks might have had a majority of admirers However, such a division had been 
no proof that the preeminence had not still remained in Betterton, and if I 
should add that Booth too was behind Betterton in Othello, it would be saying 
no more than Booth himself had judgment, and candor enough to know, and 
confess And if both he and Wilks are allowed, in the two above mentioned char 
acters, a second place to so great a master as Betterton, it will be a rank of 
praise that the best actors, since my time, might have been proud of 

t • * t 

How imperfect soever this copious account of them [the actorsj may be, 

1 am not without hope, at least, it may in some degree show what talents arc 
requisite to make actors valuable And if that may any ways inform, or assist 
the judgment of future spectators it may, as often be of service to their public 
entertainments, for as their hearers are, so will actors be, worse, or better, 
as the false, or true taste applauds or discommends them Hence only can our 
theatre improve, or must degenerate. 

ANTHONY ASTON 
(c 1682 1749?) 

Anthony Aston soldicr-of fortune was also an actor and dramatist He is cred 
ited with writing an opera and the comedy called Loie in a Hurry Aston is said 
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feet, he appeared a little too grave for a young student, lately come from thi 
University of Wittenberg, and his repartees seemed rather as apothegms fron 
a sage philosopher, than the sporting flashes of a young Hamlet, and no on< 
else could have pleased his town, he was so rooted in their opinion His younge, 
contemporary .[George] Powell [16581714] attempted several of Betterton: 
parts, as Alexander, JaSler, etc, but lost his credit, as in Alexander, he mam 
tamed not the dignity of a king, but out Hcroded Herod, and in his poisonec 
mad scene, out raved all probability, while Betterton kept his passion under 
and showed most (as fume smokes most, when stifled) Betterton, from the tim< 
he was dressed, to the end of the play, kept his mind in the same temperamen 
and adaptness, as the present character required If I was to write of him al 
day, I should still remember fresh matter m his behalf 

His favorite, Mrs Barry, claims the next in estimation They were bod 
never better pleased, than in playing together Mrs Barry outshined Mrs Brace 
girdle in the character of Zara in "The Mourning Bride, although Mr Congrevi 
designed Almeria for that favor And yet, this fine creature was not handsome 
her mouth opening most on the right side, which she strove to draw the othci 
way, and at times, composing her face, as if sitting to have her picture drawn 
Mrs Barry was middle sized, and had darkish hair, light eyes, dark eyebrow: 
and was lndiffcrendy plump Her face somewhat preceded her action, as the Iattei 
did her words, her face ever expressing the passions, not like the actresses of late 
times, who are afraid of putting their faces out of the form of non meaning, lest the) 
should crack the scrum, w hite wash, or other cosmetic, trowled on Mrs Barr) 
had a manner of drawing out her words, which became her, but not Mrs 
Bradshaw, and Mrs [Marj] Porter [d 1762] (successors) Neither she, noi 
any of the actors of those times, had any tone in their speaking, (too much, lately 
in use) In tragedy she was solemn and august — m free comedy alert, easy, anc 
genteel — pleasant m her face and action, filling the stage with variety of gesture 
Mr Sandford, although not usually deemed an actor of the first rank, yei 
the characters allotted him were such, that none besides, then, or since, evei 
topped, for his figure, which was diminutive and mean, (being round shouldered, 
meagre faced, spindle shanked, splay footed, with a sour countenance, and long 
lean arms) rendered him a proper person to discharge Iago, Foresight 
But he failed in succeeding in a fine description of a triumphant cavalcade, in 
Alonzo, in the Mourning Bride, because his figure was despicable, (although 
his energy was, by his voice, and action enforced with great soundness of art 
and justice) This person acted strongly with his face, and (as King Charle: 
said) was the best villain in the world 

* • * * 

I cannot part with this non pared [Mr Thomas Doggett] without saying 
that he was the most faithful, pleasant actor that ever was, for he never deceived 
his audience, because, while they gazed at him, he was working up the joke 
which broke out suddenly in involuntary acclamations and laughter Whereas 
our modern actors are fumbling the dull minutes, keeping the gaping pit in 
suspense of something delightful a coming 

He was the best face player and gesticulator, and a thorough master of the 
several dialects except the Scots (for he never was in Scodand), but was, for all 
that, a most excellent Sawney . 

Jack Verbruggen, that rough diamond, shone more bright than all the 
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to have played in all the London theatres It is possible that he was the first proles 
sional player to come to the American colonies He appears to have done some 
acting first in Charleston in 1703 and later in New York In his own words ‘We 
arnv d in Charles Town full of Lice, Shame, Poverty, Nakedness and Hunger 
— I turned Player and Poet, and wrote one Play on the Subject of the Country’ 
In his Brief Supplement to Colley Cibber, Aston attempted to correct some of 
Cibber s extravagant praise * Mr Cibber,” Aston wrote, ‘ is guilty of omission, that 
he hath not given us any description of the several personages beauties, or faults — 
faults (I say) of the several actors Or, as the late Duke of Buckingham says of 
characters, that, to show a man not defective, were to draw a faultless monster 
that the world ne’er saw ” 

Although some of his objections to Cibber take the form of describing the per 
sonal appearances of actors or pointing out very minor faults in the great actors 
lauded by Cibber, he does provide us with a number of valuable critical insights 
In a comment on Betterton acting Hamlet at seventy, he makes a tantalizing paren 
thcticai statement which seems to differentiate impersonating and acting He is also 
the source of the suggestion that Betterton unlike some of the other actors, was a 
highly conscious artist. His observation about Mrs Verbruggen that she was all 
art, and her acting all acquired, but dressed so nice, it looked like nature may be a 
clue to the manner of eighteenth century acting His frequent comments about 
acting strongly with the face ’ point up the grimacing of the period 


A Brief Supplement to Colley Cibber 

Mr Betterton (although a superlative good actor) labored under ill figure, 
being clumsily made, having a great head, a short thick neck, stooped in the 
shoulders, and had fat short arms, which he rarely lifted higher than his stomach 
His left hand frequently lodged in his breast, between his coat and waistcoat 
while, with his right he prepared his speech His actions were few, but just 
He had little eyes, and a broad face, a little pock fretten, a corpulent body, and 
thick legs, with large feet He was better to meet, than to follow, for his 
aspect was serious, venerable, and majestic, in his latter time a little paralytic 
His voice was low and grumbling, yet he could time it by an artful climax which 
enforced universal attention, even from the fops and orange girls He was in 
capable of dancing even in a country dance, as was Mrs Barry but their good 
qualities were more than equal to their deficiencies 

Mr Betterton was the most extensive actor, from Alexander to Sir John 
Falstaff, but in that last character, he wanted the waggery of [Richard] East 
court [1668 1712], the drollery of [John] Harper, and salaaousness of Jack 
Evans But, then, Eastcourt, was too trifling, Harper had too much of the 
Bartholomew Fair, and Evans misplaced his humor Thus, you see what flaws 
are in bright diamonds And I have often wished that Mr Betterton would 
have resigned the part of Hamlet to some young actor, (who might have per 
sonated, though not have acted, it better) for, when he threw himself at Ophelias 

Anthony Aston A Brief Supplement to Colley Cibber Esq His Lives of the Late Famous 
Attors and Actresses (1747) in Watson Nicholson Anthony Aston Stroller and Adventurer South 
Ha*»n, Michigan Published by the Author 1920, 71 98 passim 
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feet, he appeared a little too grave for a young student, lately come from the 
University of Wittenberg, and his repartees seemed rather as apothegms from 
a sage philosopher, than the sporting flashes of a young Hamlet, and no one 
else could ha\e pleased his town, he was so rooted in their opinion His younger 
contemporary [George] Powell [1658-1714] attempted several of Betterton’s 
parts, as Alexander, JafBer, etc., but lost his credit, as in Alexander, he main 
tamed not the dignity of a king, but out Heroded Herod , and in his poisoned 
mad scene, out raved all probability, while Betterton kept his passion under, 
and showed most (as fume smokes most, when stifled) Betterton, from the ume 
he was dressed, to the end of the play, kept his mind in the same temperament 
and adaptness, as the present character required If I was to write of him all 
day, I should still remember fresh matter in his behalf 

His favorite, Mrs Barry, claims the next in estimation They were both 
never better pleased, than in playing together Mrs Barry outshined Mrs Brace 
girdle in the character of Zara m The Mourning Bride although Mr Congreve 
designed Almena for that £a\or And jet, this fine creature was not handsome, 
her mouth opening most on the right side, which she strove to draw the other 
way, and at times, composing her face, as if sitting to have her picture drawn 
Mrs Barry was middle-sized, and had darkish hair, light eyes, dark eyebrows 
and was indifferently plump Her face somewhat preceded her action as the latter 
did her words, her face ever expressing the passions, not like the actresses of late 
times, who arc afraid of putting their faces out of the form of non meaning lest they 
should crack the serum, whitewash, or other cosmetic, trowled on Mrs Barry 
had a manner of drawing out her words, which became her, but not Mrs 
Bradshaw, and Mrs [Mary] Porter [d 1762] (successors) Neither she, nor 
any of the actors of those times, had any tone in their speaking (too much, lately, 
in use) In tragedy she was solemn and august — in free comedy alert, easy, and 
genteel — pleasant in her face and action, filling the stage with variety of gesture. 

Mr Sandford, although not usually deemed an actor of the first rank, yet 
the characters allotted him were such, that none besides, then or since, ever 
topped, for his figure, which was diminutive and mean, (being round shouldered, 
meagre faced, spindle shanked, splay footed, with a sour countenance, and long 
lean arms) rendered him a proper person to discharge Iago, Foresight 
But he failed in succeeding m a fine description of a triumphant cavalcade, in 
Alonzo in the Mourning Bride because his figure was despicable, (although 
his energy was, by his voice, and action enforced with great soundness of art 
and justice) This person acted strongly with his face, and (as King Chirles 
said) was the best villain in the world 

• * • • 

I cannot part with this non pared [Mr Thomas Doggett] without saying 
that he was the most faithful pleasant actor that ever was, for he never deceived 
his audience, because, while they gazed at him, he was working up the joke 
which broke out suddenly in involuntary acclamations and laughter Whereas 
our modern actors are fumbling the dull minutes, keeping the gaping pit in 
suspense of something delightful a coming 

He was the best face player and gcsticulator, and a thorough master of the 
several dialects except the Scots (for he never was in Scotland), but was, for all 
that, a most excellent Sawney 

Jack Verbruggen that rough diamond shone more bright than all the 
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artful, polished brilliants that ever sparkled on our stage He had the words 
perfect at one view, and nature directed them into \oice and action, in which 
last he was always pleasing — his person being tall, well built, and clean, only 
he was a little mkneed, which gave him a shambling gait, which was a care 
lessness, and became him His chief parts were Bajazet, Oroonoko, Edgar in 
King Lear, Wilmore in Rover, and Cassius, when Mr Betterton played Brutus 
with him 

Then you might behold the grand contest, viz whether nature or art excelled 
Verbruggen wild and untaught, or Betterton m the trammels of instruction In 
Edgar, m King Lear, Jack showed his judgment most, for his madness was 
unlimited Whereas he sensibly felt a tenderness for Cordelia, in those words, 
(speaking to her) — “As you did once know Edgarl ’ nature was so predominant, 
that his second thoughts never altered his prime performance Verbruggen 
was nature, without extravagance — freedom, without licentiousness, and vociferous, 
without bellowing 

Mrs Verbruggen claims a place next She was all art, and her acting all 
acquired but dressed so nice, it looked like nature There was not a look, 
a motion, but what were all designed, and these at the same word, period, occa 
sion, incident, were every night, in the same character, alike, and yet all sat 
charmingly easy on her Her face, motion, etc , changed at once But the greatest, 
and usual, position was laughing, flirting her fan, and je ne sats quoit, with a kind 
of affected twitter Whatever she did was not to be called acting, no, no, it 
was what she represented She was neither more nor less, and was the most 
easy actress m the world 


AARON HILL 

(1685 1750) 

Aaron Hill, though not an actor himself, was a coach of actors, a theatrical 
manager, playwright, and poet He led a varied life, traveled widely, and was m 
\olvcd in a number of unsuccessful commercial schemes At the end of the first 
decade of the eighteenth century, during the struggle over the management of the 
patent theatres, Hill administered Drury Lane for a short time and also produced 
opera at the Haymarkct Theatre 

Later in the thirties he revealed himself an original histrionic theorist, one of 
his practical suggestions was the proposal to establish a school and academy for 
actors Among plajers whom he coached was Susanna Maria Cibber, one of Gar 
rick s leading ladies 

From 1734 to 1736 Aaron Hill published the Prompter a theatrical twice a week 
periodical in which he proclaimed 'Nor can I think, it any Dishonor, since the 
Stage has so long been transcribing the World, that the World should now make 
Reprisals, and look as freely into the Theatres , Let their Managers therefore be 
upon their Guard, and their Dependents, Tragic or Comic, take good heed to theif 
Parts, since there is, from this Day forward, arisen a PROMPTER, « tthout Doors, 
who hath a Catcall, as well as a Whistle, and, whenever the Players grow flat will 
himself make bold to be musical And he waxed musical unsparingly on the 'de- 
pendents in such words as these ‘ They relax themselves, as soon as any Speech in 
their own Part is over, into 3n absent Unattentnencs to whatever is replied by An 
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other looking around and examining the Company of Spectators with an Ear only 
watchful of the Cue, at which, like Soldiers, upon the Word of Command, they 
start, suddenly, back to their Post ires TONE over the unammating Sound of their 
Lesson, and, then (like a Caterpillar, that has erected itself at the Touch of a Twig ) 
shrin\ again, to their CRAWL, and their QUIET and enjoy their full Ease, till 
next Rowsing ’ He proceeded later to dub some of the actors “Mr Strain Pipe, 
Mrs Ever Whine, and Mr All Weight ” 

It was in the Prompter that the theories of acting which he had been formu 
latmg first appeared Utilizing an almost mechanistic theory, he evolved a pnn 
ciplc by which the imaginative conception of passion would induce the appropriate 
external expressions His theory, based on ten primary dramatic passions, sets out 
with what might be termed a physiological analysis of acting, but soon turns into 
a short-cut method of projection Thus the end result of his theorizing was that 
if actors, viewing themselves in a mirror, could produce the outward gesture, stance, 
and visage of a particular passion, this muscular configuration would provoke the 
complete dramatic expression of a corresponding emotion In this way, Hill tried 
to put the age-old schematic guides to external expression on a "scientific,” reason 
able, and natural basis 


Dramatic Passions 

The first dramatic principle (and it must be always uppermost, in a good 
actor’s memory, if he hopes to reach perfection in his business) is the following 
To act a passion well, the actor never must attempt its imitation, until his 
fancy has conceived so strong an image, or idea, of it, as to move the same 
impressive springs within his mind, which form that passion, when it is un 
designed, and natural 

This is absolutely necessary, and the only general rule And let no actor 
apprehend it over difficult The practice of it shall be laid down clearly, and it 
wdl be found extremely easy and delightful, both in study, and in execution 
And, the truth of its foundation, that it is wholly built on nature, is evident, 
beyond dispute, upon examining its effects, m this deduction, from their causes 
1st, The imagination must conceive a strong idea of the passion 
2ndly, But that idea cannot strongly be conceived, without impressing its 
own form upon the muscles of the face 

3rdly, Nor can the look be muscularly stamped, without communicating, 
instantly, the same impression, to the muscles of the body 

Athly, The muscles of the body (braced, or slack, as the idea was an active 
or a passive one), must, in their natural, and not to be avoided consequence, 
by impelling or retarding the flow of the animal spirits, transmit their own con 
ceived sensation, to the sound of the voice, and to the disposition of the gesture 
And this is a short abstract of the art, in its most comprehensive and reduced 

idea 

An Essay on the Art of Acting (1746) The Works of the late Aaron Hill esq Con 
listing of letters on various subjects, and of original poems moral and facetious, with an essay on 
the art of acting London Printed foe the benefit of the family, 17J4, Volume 4, pp 339 346, 
3J2 3 JJ 
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But there must follow applications of the general rule, by particular refer 
ences, for the practical use of the actor 

And, first, it should be noted, that there are only ten dramatic passions,— 
that is, passions, which can be distinguished by their outward marks, in acting, 
all other being relative to, and but varied degrees of, the foregoing 
These are the ten dramatic passions 

Joy, Grief, Fear, Anger, Pity, Scorn, Hatred, Jealousy, Wonder and Love 
And now, for the application of the rule, to each of these, in its particular 
distinction 

Application 1 

\ How an Actor is to express Joy 
Definition 

Joy is pride, possessed of triumph 

It is a warm and conscious expansion of the heart, indulging sense of 
present pleasure, and comparing it with past affliction It cannot, therefore, be 
expressed without vivacity, in look, air, and accent 

But it will be proper, for distinguishing the modes of representing this, and 
every other passion, to consider their effect on speeches, wherein that particular 
passion governs, which is about to be attempted by the speaker 

And, for ever, let it be the first and chief care of an actor, who aspires to 
shine, in his profession, to discover where, in all his characters, the writ er has 
intended any chan ge _of passions For, unless the passion is first known,' 'how is 
it “possible it should be painted r When the actor has discovered, that the pas 

sion is joy, he must not, upon any account, attempt the utterance of one single 
word, until he has, first, compelled his fancy to conceive an idea of joy 

But there is a shorter road, to the same end, and it shall, in due place, 
be shown him When he believes himself possessed of the idea of joy, that would 
not fail to warm a strong conception, let him not imagine the impression rightly 
hit, until he has examined both his face and air, m a long, upright, looking 
glass, for there, only, will he meet with a sincere and undcceivable test of his 
having strongly enough, or too slackly, adapted his fancy to the purpose before him 
If, for example, his brow, in the glass, appears brow bent, or cloudy, his 
neck bowing, and relaxed, his breast not thrown gracefully back, and elate, if he 
sees his arm swing languid, or hang motionless, his back bone reposed, or un 
straightened, and the joints of his hip, knee, and ankle, not strong braced, by 
swelling out the sinews to their full extent, all, or any of these spiritless signs, 
in the glass, may convince him, that he has too faintly conceived the impression, 
and, at once to prove it, to his own full satisfaction, let him, at that time, endeavor 
to speak out, with a voice as high raised as he pleases, he will find, that, in that 
languid state of muscles, he can never bring it to found joy, no, not though 
the sense of the words were all rapture, but, in spite of the utmost possible 
strain upon his lungs, his tone will be too sullen, or too mournful, and carry 
none of the music of sprightliness But if on the contrary, he has hit the con 
ception, exactly, he will have the pleasure, in that case, to observe in the gla* s > 
that his forehead appears open, and raised, his eye smiling, and sparkling, hts 
neck will be stretched, and erect, without stiffness, as if it would add new 
height to his stature, his breast will be inflated, and majestically backened, h« 
back bone erect, and all the joints of his arm, wrist, fingers, hip, knee, and ankle 
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will be high-strung, and braced boldly And now, if he attempts to speak joy, 
all the spirit of the passion will ascend in his accents, and the very tone of his 
voice will seem to out rapture the meaning 

As to the reason of all this, it is as clear as the conception For these arc 
nature’s own marks, and impressions, on the body, in cases where the passion is 
produced by involuntary emotions And when natural impressions are imitated, 
exactly, by art, the effect of such art must seem natural 

But, because difficulties would arise, in the practice of so strong a con 
ccption, before fancy is become ductile enough, to assume such impressions, 
at will, (as in the instance of joy, now before us) the actor taking the shorter 
road, above promised him, may help his defective idea, in a moment, by annexing 
at once, the look to the idea, in the very instant, while he is bracing his nerves 
into springiness for so, the image, the look, and the muscles, all concurring, 
at once, to the purpose, their effect will be the same, as if each had succeeded 
another, progressively 

To convince himself of the natural truth of these principles, he has nothing 
to do but, first, to speak the foregoing example of joy, with his look grave, or 
idle, and his nerves eased or languid, and immediately afterwards, repeat the 
same speech, with a smile of delight in hts eye, and with his joints alt braced 
high, and his sinews extended — his own car will become his acknowledged 
instructor 

• • • • 

Applicvtion 4 

How Anger ought to be acted 
Definition 

Anger is pride provoked beyond regard of caution 
It is a fierce and unrestrained effusion of reproach and insult. It must there 
fore be expressed, impaUently, by a fiery projvension in the eye, with a disturbed 
and threatening air, anJ with a voice strong, swift, and often interrupted by 
high swells of choking indignation 

To explain this passion, two examples will be necessary the first, not so 
much for containing the passion itself, as a great actor’s rules, for feeling and 
expressing it, with nature’s spirit and propriety And I do this right, to Shake 
spcarc, with a double pleasure, as the instance carries with it a clear evidence, 
how much the play house old tradition wrongs his memory, for they report 
him a performer, of no power or compass, and but of a low rate in his pro- 
fession, as to action 

The second speech shall be, for an example of the passion, with an ex 
planation of two different modes, whereby nature has distinguished us expression 
Shakespeare’s comes first, and is, at once, a rule and example 
t$ow imitate the action of the tiger. 

Stiffen the sinews, summon up the blood. 

Lend fierce and dreadful aspect to the eye 
Set the teeth close, and stretch the nostril w ide. 

Hold hard the breath, and bend up every Spirit 
To its full height 

It is impossible to draw a picture of anger, more naturally, or an instruction 
more complete and clear, for expressing it* 
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1st, The smews being braced strong, through all the joints of the body, the 
look (as a consequence unavoidable) is summoned up, that is, impelled into violent 
motion 

2ndly, The look becomes adapted, and adds fierceness to the passion, by 
the fire that (lashes from the eye 

3rdly, The setting of the teeth, and wide expansion of the nostrils, follow nat 
urally — because inseparable from an enraged bent of the eyebrow 

And, 4thly, the breath being held hard, as interrupted or restrained, by 
the tumultuous precipitation of the spirits, they must necessarily become inflamed, 
themselves, and will communicate their ardor to the voice, and motion 

And so this passion of anger is bent up to its full height — as Shakespeare 
with allusion to the spring upon the sinews, has expressed it 

I explain this passage, to demonstrate his great skill in acting, and in hopes 
the player’s observation that this favorite genius of their own profession, had 
ideas of the art, so plainly founded on the very principles sustained in this essay, 
will recommend it, with more weight, from the partiality of their affection 

CHARLES MACKLIN 

(1697? 1797) 

Picturesque and violent in his personal life and in his professional career, 
Charles Macklin brought natural acting to a theatre accustomed to the declamation 
and statuesque dignity of Quin and Booth Born in Dublin, he became a strolling 
player after being an apprentice and a servant He had little success in his first 
trials on the London stage, reminiscing years later that the director of Covent Gar 
den disapproved of him ‘I spoke «o familiar and so little in the hoitytoity tone 
of the tragedy of that day, that he told me I had better go to grass for another year 
or two ’ Following these failures be returned to the life of a traveling player in the 
small towns Finally, in 1733, Macklin came to Drury Lane The theatre was then 
under the management of Charles Fleetwood, who was gambling away its profits 
It was, according to Thomas Davies, by the prudent advice of the principal play 
ers, more especially, I believe, of Mr Charles Macklin, that the theatre kept up a 
respectable level of performance MackUn’s revival of The Merchant of Venice in 
1741 was the climax of his attempts to put hts acting theories into practice He por 
trajed Shylock not as the comic figure with which the audience was familiar, but 
for the first time as a serious character ‘This is the Jew, that Shakespeare drew,’ 
wrote Pope 

After an unsuccessful revolt of the actors at Drury Lane against Fleetwood, 
Macklin was not rehired Embittered at his colleague Garricks betrayal, for the 
actors had originally agreed to make terms for return as a group Macklin turned 
to giving lessons m acting and formed a company of his own which opened at the 
Haymarket Theatre m 1744 He continued on the stage until 1789 playing varied 
roles Macklin was the first to introduce historical costuming when in 1772 he 
played Macbeth at Covent Garden in Scottish garb When he was over eighty, he 
appeared in his own play The Man of the World 

John Hdl recorded the following interesting tribute to Macklin 
We are at present getting more and more nature in playing, and if the vio- 
lence of gesture be not quite suppressed, we have nothing of the recitative of old 
tragedy 
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“It is to the honor of Mr, Macklin, that he began this great improvement 
There was a time when he . . supported himself by a company whom he taught to 
play, and some of them afterwards made no inconsiderable figure It was his man 
ncr to check all the cant and cadence of tragedy, he would bid his pupil first speak 
the passage as he would in common life, if he had occasion to pronounce the same 
words, and then giving them more force, but preserving the same accent, to deliver 
them on the stage Where the player was faulty m his stops or accents, he set them 
right, and with nothing more than this attention to what was natural, he produced 
out of the most ignorant persons, plajers that surprised everybody People were 
pleased with a sensible delivery on this little stage, and those that saw that they 
were, transferred it to the greater where it at this time flourishes, and will flourish, 
as long as a good sense lives in the audience Tragedy now has no particular accent 
or tone, but the most outrageous scenes of it are spoken according to Mackhn’s plan, 
as the same words would be pronounced in common speech, only with more energy ’’ 
Mackhn’s biographer, James Thomas Kirkman, is the source of the following 
verbatim copy from the papers of Macklin ' The Art and Duty of an Actor ’ indi 
cates Mack! m*s stress on the unique passion of each dramatic character and strikes 
a new note in histrionic writing of the time His efforts to create natural acting in 
his performances and in his teaching seem to justify the statement of Thomas Davies 
that * . Charles Macklin . was the only player I ever heard of that made acting 
a science " 


The Art and Duty of an Actor 

It is the duty of an actor always to know the passion and the humor of each 
character so correctly, so intimately, and (if you will allow me the expression) tc 
feel it so enthusiastically, as to be able to define and describe it as a philosopher, 
to give its operations on the looks, tones, and gestures of general nature, as it « 
ranked in classes of character, and to mould all this knowledge, mental and corp& 
real, to the characteristic that the poet has given to a particular character 

If the actor has not this philosophical knowledge of the passions, it is impos 
sible for him to imitate them with fidelity It is because Shakespeare knew the pas 
sions, their objects, and their operations, that he has drawn them so faithfully It is 
manifest, that passions take their habits and characteristics m attorneys, barristers, 
and judges, subalterns and generals, curates and bishops, clerks and merchants, 
sailors, midshipmen, captains, and admirals, laborers, farmers, yeoman, and rustic 
squires, dancing masters, fiddlers, toothdrawers, music masters, and hairdressers, 
they are all to be distinguished into genus, species and individual characteristics, 
like dogs, fowl, apples, plums, and the like genus species, and individuals of the 
creation Women must be classed in the same manner 

Now, unless the actor knows the genus, species, and characteristic, that he is 
about to imitate, he wall fall short in his execution The actor must restrict all his 
powers, and convert them to the purpose of imitating the loofo tones, and gestures , 
that can best describe the characteristic that the poet has drawn for each passion 

Charles Macklin “The Art and Duty of an Actor” in Jimej Thomas Kirkman Memotri o) 
ibe Lift of Charles MacJMiir, Ej$ prinriptlly comp led from hu ©11 n pjpnt ml mtnormlami 
London Printed for Lockington, Allen and Compiny, 1799, \ dome I, pp. 362 366 
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md humor ins us genus of loo\s, tones and gestures, Us species and ns individual 
characteristic. 

Avarice, for instance, has its genus, species, and individual characteristic Mol 
icre has given the genus 

As the poet hath drawn an individual characteristic, so ought it to be repre 
sented the actor must take especial care not to mould and suit die character to his 
looks, tones, gestures and manners, if he does so, it will then become the actor’s 
character, and not the poet’s No, he must suit his looks, tones, gestures, and man 
ners to the character the suiting the character to the powers of the actor, is 1 m 
posture I have seen King Lear, Hamlet, and Richard III, acted without one look, 
tone, or gesture, or manners of Shakespeare 

On Acting 

Acting A fit subject for a lecture, all people judge of it, some merely for the 
pleasure they receive from the poet and the actor indiscriminately, others distinguish 
that portion which they receive from each, but without entering into the science 
or the art of acting 

There arc various kinds of judges, and of critics, males and females, such as 
milliners, Mantua makers ladies waiting maids, and women of fashion, to an 
infinity 

It would be highly entertaining to give the ridiculous judgments of each 

Truth in art, science, religion, or politics, is known to but very few, and none 
but those very few will take pains to search for truth, though all delight in truth 
except the envious and the ignorant 

What is character? The alphabet will tell you It is that which is distinguished 
by its own marks from every other thing of its kind 

The voice of the actor must alter m its intonations, according to the qualities 
that the words express from this idea music seems to have taken its birth The 
number seven harmonizes in music, and so it does in acting 

JOHN HILL 

(1716? 1775) 

John Hill was a jack -of all trades who devoted part of his life to acting and 
playwriting In his youth he was apprenticed to an apothecary and studied botany 
He went on the stage in order to earn more money but was unsuccessful at the 
Haymarket Theatre and at Covent Garden He wrote Orpheus, an opera, and his 
farce, The Rout was a failure at Drury Lane in 1758 Living by his wits and h» 
pen, he wrote a pamphlet attacking Garrick’s pronunciation, was involved in a 
number of quarrels with literary men, edited a magazine, received a medical diploma, 
and attacked the Royal Society for refusing to accept him The King of Sweden hon 
ored him for his book The Vegetable System 

Among these multifarious activities, Hill published The Actor a Treatise on 
the Art of Playing m 1750, which was in large measure a translation of Le Comi 
then (1747) by Pierre Remond de Sainte Albine, French journalist. Hill referred to 
Sainte Albine in his dedication, saying in typical eighteenth century language that 
the Frenchmen’s rules u r ere 4 founded on nature and reason ’ Sainte Albinc’s study 
was an original one which attempted to analyze the essential characteristics of a 
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good actor By focusing his attention on the personality attributes needed by an 
actor, Hill (and Samte Albine) freed the booh from schematized rules for voice and 
gesture Excerpts of his analysis of the three qualities of a good actor. Understand 
ing, Sensibility, and Fire, are printed here The remainder of the booh is concerned 
with such questions as the following, taken from the chapter headings 4 A gaiety 
of temper is absolutely necessary to the players in comedy, whose business it is to mahe 
us laugh”, “No man who has not naturally an delated soul, will ever perform well 
the part of a hero upon the stage’ , “Plajers who arc naturally amorous, arc the only 
ones who should perform the parts of lovers upon the stage”, etc 

This treatise, a more thoroughgoing analysis of the actor and his art than any 
previous worh, had a curious history First published, as we have indicated, by 
Sainte Albine in 1747, it was translated by John Hill in 1750 Hill issued a second 
edition in 1755 to which he added many illustrations from the work of English 
actors In 1769 Antonio Fabio Sticotti, one of the ComSdtens du Rot de la Troupe 
ItaUenne, translated this second edition into French (apparently unaware of its 
origin) under the title Gamc\ ou les acteurs An gluts It was this book, with its 
emotionalist emphasis, that provoked Denis Diderots Le Paradoxe sur le comidten 
(1773), which denies sensibility as requisite to the actor In the nineteenth century 
this quarrel resulted in a war of ideas between Coquclin and Henry Irving and 
was the subject of William Archer’s investigation Mast^s or Faces? 


Understanding, Sensibility, and Fire 
Of the Principal Adiantages tthtch a Player 
ought to have from Nature 

Among the many arts which should never be exercised but by persons who 
ire happy m a variety of natural accomplishments, there are few, to the excelling 
m which they arc more essential, then m performing well in tragedy and comedy 
The actor is expected to delude the imagination, and to affect the heart and in 
order to his attaining to perfection in this difficult task, nature must have been 
assistant to him in an uncommon manner 

It is essential to our being rationally pleased with theatrical representations, 
;that the performers to whom the principal parts are allotted, perfeedy keep up the 
illusion we are to be entertained with, as it is peculiarly from them, that we expect 
i_vvhat is to move and affect us 

These performers, therefore, more than all the rest, ought to be selected from 
among persons, whom nature has particularly favored 

In enquiring what arc the natural endowments immediately necessary to per 
formers on the stage m general, we shall endeavor to discuss certain prelimmar) 
points, which have not hitherto been properly or sufficiently explained, and thence 
proceed to examine, what are the peculiar qualifications necessary to particular 
actors . 

Can an Actor Excel in his Profession, 

Without a Good Understanding? " 

A thing is not always the more true, because it is generally affirmed We fre 

John Mill The Actor A T mint on the Art of PUytng London R Gnt£thi 1710 Qnjxm 
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qucntly hear people who pretend to be the best judges of dramatic performances 
declare that some of the modern actors, who have a general and not wholly unde 
served applause, have mean understandings But we flatter ourselves, it may be 
easily proved, that either the actors, whom these severe critics censure, have more 
sense than they have the discernment to distinguish in them, or that they have less 
merit, even than they allow them, and have the good fortune to be esteemed much 
better performers, than they really arc 

It is not easy to avoid the allowing a good understanding, even to persons who 
excel in arts that are merely mechanic, and surely the accomplished actor, if we 
have no other title to it than that of his being such, ought not to be denied the same 
concession Is it possible that a man can, in a senes of different parts, continually 
command our applause, if he have not a just and distinguishing apprehension, to 
give him at all times, and always with propriety, the necessary admomuons for his 
just deportment under every circumstance of every one of them? And indeed, if he 
have not a nice discernment to perceive the affinities of things, and the dependences 
of the incidents on one another? For this must ever be the directing needle that 
points out the invariable pole, both to the poet and performer 

It is not enough to entide a player to our applause, that he remembers every 
striking incident, every beauty in his part us equally necessary, that he disunguish 
the true, the exact manner, under which every single beauty must be represented 
It is not sufficient that he knows how to raise his passion, he must know how to 
raise it by just rules, and to assign it its peculiar bounds and heights, according 
to the degree the circumstances of hts part require, below which it must not sink, 
and beyond which it must not rise 

It is not sufficient that his figure be in general good and proper for the stage, 
and that his face can mark the changes of his soul wc shall be dissatisfied with him 
if his person be not always kept in a proper attitude, and shall quarrel even with 
the expression of his countenance if it do not regulate itself at every circumstance, 
not only to the passion, but to the degree of the passion it is to describe to us 

It is not only essential to his success that he never let a passage which he deliv 
ers, lose the least part of its force, or of its delicacy, in his speaking it when he has 
thus given it all the justice imaginable, he must add to that all the graces that a 
studied delivery and action can bestow on it. He is not to content himself with fol 
lowing his author strictly and faithfully, but m many places, he must assist and 
support him, he must»even in some instances become a sort of author himself, he 
must know not only how to give the proper expression to every finesse the poet has 
thrown into his part, but he must frequently add new ones, and not only execute, 
6ut create graces A start, a gesture, nay, a mere attention, properly empi’ayev?, SK 
often of as happy effect as a brilliant piece of wit in comedy, or a noble senument 
m tragedy, a peculiar cadence in the actor s voice, or a bare pause artfully thrown 
in, have frequently produced applause from a sentence, which if it had been deliv 
ered by an inferior performer, would not have had any attention paid to it by the 
heirers 

The art of exciting the passions in an audience by the performer’s raising them 
m himself, with a judgment and exactness proportioned justly to the several cir 
cumstances, is at least as difficult to arrive at as that of giving its due force, or 
true delicacy, to every passage The poet who has made himsdf a master of the 
power of commanding the passions and throwing the soul into every degree of 
them that he pleases, exerts his utmost efforts in vain, and uses every art without 
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success, when the actor does not join his shill to the raising the effects he intends 
by them When c\en i good part falls into bad hands, it is no uncommon thing to 
see the audience laugh, where the author meant to have drawn their tears 

Fevv^ people are able to judge of the good understanding that is necessary to the 
player, in order to hts keeping up the sense and spirit of a sentiment, to prevent 
his exaggerating it to bombast, or weakening and debasing it to nothing in the de 
livery, and to his distinguishing the different steps through which his author means 
to lead the passions and the imaginations of his audience, and by which he is to 
carry himself from opposite to opposite affections 
* • • • 

The player has equal necessity for address and for precision, to give the true 
strength to every passage in his part, and to convey the sentiments delivered to his 
care, in their proper force and beauty Nor are these qualifications less useful to 
him in dictating the necessary gestures which are to accompany the expression, and 
m the forming not only his countenance, but his whole person, according to the 
nature of the age, station and character of the person he represents, and even tn 
the proportioning the tone of his voice and the attitudes of his figure, to the situa 
tion in which hp is placed 

It is evident then that a good understanding is as necessary to a player, as a 
pilot is to a vessel at sea Tis the understanding alone that governs the helm, that 
directs the whole fabric, and calculates and makes out its course 

* « • • 

It must be allowed that a long familtanty with the stage will sometimes supply 
the place of judgment and good sense in the performer Sometimes also he may 
have been obliged to nature for peculiar qualifications, and that in so eminent a 
degree that often when they are brought into use though it be merely done by a 
kind of instinct, not by a judicious adapting of them to the scenes, they shall happen 
to suit so well with the circumstances of the character he represents, that we cannot 
deny lum a high applause This however is no more than the deception of the mo- 
ment, an absurdity that follows immediately after m the voice, the gesture, or 
the expression of the countenance of this lucky player, lets us into his true charac 
ter, and we find that it was not the man, but merely his organization that before 
merited our applause 

How truly pitiable is the condition of that author, who is under a necessitv 
of entrusting hts success, his reputation, in a new piece, to these miserable auto- 
m ilnns And no Jthr xtfhrr juxli^ Jhnw Jtuyyy is ihc .fortune of that w riter. w ho secs 
his play fall into such hands, that every character of it, not only among the capital 
but the inferior ones too is given to a performer who will not only lx: capable of 
preserving all the spint of the most shining parts of it to its utmost height, but of 
adding graces to those which are less emtnent or striking 

The comic writers are above all others happy in falling into such hands, as their 
pieces arc often in a great measure supported by the delicate and judiaous address 
of the performer How ought the poet in this way io congratulate himself when he 
finds hts principal character m the hands of a player, who knows the nicest rules 
of joining the delicate to the natural who knows how to add a graceful and decent 
dignity to the comic scene and has even ratsed more than once the laugh of the 
pretty gentlemen of the age at their own follies! 

The actor who is capable of executing this, surely can never be suspected of 
wanting understanding 
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Of Sensibility 

Whether this Quality of the Heart be More Important to the Performers 
tn Tragedy or in Comedy ? 

We almost want a word in the English language to express a very essential 
qualification in an actor, and one which more than any other enables him to affect 
and please us The French, who esteem it one o£ the greatest requisites to every 
player, of whatever hind, call it sentiment, a term that carries much the same mean 
mg with the word sensibility, by which wc have chosen to express it, and by which 
we would be understood to mean, a disposition to be affected by the passions, which 
are the subjects of dramatic writing 

It is evident that different people have this quality of the heart in a very dif 
ferent degree if we look round among the audience at a tragedy, we shall find 
people variously affected by the same words, delivered by the same voice, and under 
the same circumstances, and in the reading, the same scene in a play shall pass off 
smoothly from the tongue of one person, while the disturbance of the heart of an 
other, as he goes through it, shall render the organs of his voice incapable of pro- 
nouncing the words articulately The degree of understanding is not concerned in 
this difference of the effect from the same words, the person who feels least from 
them often understanding their true meaning, and entering into their beauties per 
haps better than the other Tis sensibility, a peculiar quality in the mind, that de 
tcrmines the force of the scene, and tis evident that this is a quality of more con 
sequence m playing than in any other profession In what road of playing it is most 
important, remains to be enquired into 

The sense of this term is very extensive, it takes in not only the natural 
turn of mind in the player, but that phantness of disposition by means of which 
the different passions are made easily to succeed to one another in his soul The 
heart that enjoys this, in a proper degree, is like soft wax, which, under the hands 
of a judicious artist, is capable of becoming, in the same minute, a Medea and a 
Sappho, an easy ductility in the wax is not more requisite to fit it for the purpose 
of the modeller, than is this sensibility in the heart of the actor, by means of which 
it is to receive whatever modifications the writer pleases, and that in an easy, an 
unconstrained succession Whoever, on a candid examination of himself, finds that 
he cannot easily submit his mind to all these changes, let him not think of offering 
himself to the public as a player The performer, who does not himself feel the 
several emotions he is to express to the audience, will give but a lifeless and insipid 
representation of them All the art in the world can never supply the want of 
sensibility in the player, if he is defective m this essential quality, all the advantages 
of nature, all the accomplishments he may have acquired by study, are thrown away 
upon him, he Will never make others feel what he does not feel himself, and will 
always be as different from the thing he is to represent, as a mask from a face 

The being able to subject the soul to succeeding passions, though they be con 
trary ones, as is frequendy the case, is universally allowed to be necessary, m the 
highest degree, to the tragedian, the common opinion seems to judge it less essential 
to the comic performer, but, in reality, it is not only equally necessary to the last 
but even more so 

The dignity of tragedj does not permit it to represent to us any other than 
great and striking incidents The actions of the persons it represents are all to be of 
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this kind, and it is therefore reduced to a necessity of constantly having recourse 
to those passions which are the most proper to produce them 

A few only of the passions, for these reasons, fall to the share of the tra 
gedian, the comic player, on the other hand, has the whole series of them wuhir 
his province, and he will be esteemed a man of no consequence in his profession 
if he cannot, with equal strength and propriety, express the transports of a fonc 
and foolish joy, and those of the most excruciating uneasiness, the ridiculous doting 
of an old and impotent lover, and the suspicious resentments of a jealous husband 
or insulted rival, the noble boldness of a daring, generous mind, and the contempt 
lble timidity of a pusillanimous heart, if he cannot represent to us with the same 
strength and spirit, a stupid admiration, and an insolent disdain, all the extrava 
gances of the most interested self love, when flattered with circumstances that favoi 
it, or hurt by contrary accidents In fine, if he be not able to give a due force to 
every emotion of the heart, to every species of passion that human nature is capable 
of being affected by 

It is not sufficient for him that he be able to put on the image of every one of 
the passions that fall within the reach of hi s author, if he have not, beside this, the 
power of throwing himself readily and easily out of one into another of them The 
business of comedy is to raise and to keep up a pleasurable sensation, to give joy 
to an audience, and the powers who excel in this species of writing, well knowing 
that a dull uniformity in the scene is one of the greatest enemies to this, have ever 
been atenuve to the necessary variety and taken care to make every capital character 
in the same piece and not unfrequcntly in the same scene, the sport of a number of 
different passions, they have always given it an infinity of contrary impressions, the 
one of which suddenly drives away another, to be, in its turn as suddenly banished 
by a third 

Mr Garrick, who is as amiable in the character of a player, as censurable in 
another capacity in which he has too much connection with our theatrical enter 
tainments, gives us an excellent instance of what perfection an actor may arrive at 
in this way, m hts Archer in this, though not one of the characters in which he 
makes the greatest figure, how readily does he run through the several artful tran 
sttions which the author of the [Beaux ] Stratagem has thrown into his character, 
from one passion to another, most foreign, nay, sometimes, most opposite ones' 
And how wholly does he devote himself to each in its turn, as if no other, of what 
ever kind, had ever claimed any power over him! 

If in nlavin^ comedy it is necessary that the flayer be able to make the most 
different impressions succeed one another readily and easily in his heart, it is not 
less essential to the performer in tragedy that he feel, much more strongly than the 
other needs to do every one of those which he is to express to the audience Sensi 
bilitj in the comic actor, therefore, must be a more universal agent and in the trage 
dian it must be a more powerful one it must be capable of exerting itself in a 
stronger manner within its due bounds, and of producing greater effects The come 
dian needs only to have a soul equal to that of the generality of man, but the 
player, who thinks to excel in tragedy, must have one above the common rank 

'Tis from our bang in some degree sensible of this, that we are less ready to 
pardon the comedian, if he does not express, under every circumstance, the just and 
requisite degree, as well as the just species of passion that he is to describe to us 
We are not in a condition to judge, with exactness, of the performance of the tra 
^edian, we want the necessary realities to make the comparison by which vve should 
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be able to determine whether he comes up to his duty in the part, but we are never 
under this uncertainty in judging of the comedians, we never want the objects of 
comparison for them, but at any time, if we will only examine what would pass 
within our own hearts, supposing we were in the same situation in which the author 
has placed the characters they are presenting, we shall be able to decide whether 
they are accurate and faithful copies 

Whether an Actor can have too much Fire? 

There are some modern performers, who, m scenes where it is required they 
should be violently affected, are under a necessity of putting off an artificial warmth 
upon us, in the place of that native fire and spirit, that Promethean heat which they 
find nature had left them deficient in, and we are unhappy enough to have another 
set of them, the weakness of those constitutions, the natural imbecility of whose 
organs will not permit them even to use this resource We have had many modern 
instances among these last son of people, who finding they were not able to cheat 
our senses, have modestly attempted to impose upon our understandings they very 
seriously, and, as they would ha\e it be thought, very wisely tell us, that the fire 
which the mob is so charmed with, in some of their contemporaries, is much more 
frequendy a fault in players than a perfection 

The first set are a sort of coiners of false money, who would pass copper upon 
us for gold, the others a set of fools, who attempt to persuade us, that the spangles 
of hoar frost covering the leafless branches of our trees, are the greatest beauties of 
nature, because it is their fortune to inhabit a country which is buried in snow the 
greatest part of the year 

• • • * 

Let us not be dupes to the artifices of the first of these sort of players, nor to 
the sophisms of the latter let us not always take the exclamations, or the contortions 
of an actor of the first kind for fire, nor the ice of the latter for prudence Far from 
imitating some of the modern frequenters of the theatre, who are continually preach 
mg it up to the young actors, whose success they interest themselves in, that they are 
of all things tD moderate their fire, let us pronounce it as a general rule to every 
person who attempts to shine upon the stage, that he cannot have too much of this 
enlivening spirit, that multitudes of players have the ill luck to displease their audi 
ences, only because nature has dented them this great, this interesting requisite, or, 
which comes to much the same end, because their timidity, or sheepish bashfulness 
has prevented them from making use of what they have of it, and that, on the other 
hand, many of our actors, who at present meet with a frequent applause, would 
establish themselves a reputation much more general, and I ess liable to be contested, 
if they were more animated with this invigorating flame, which, as it were, gives 
life to the representations of the stage 

* * * • 

The propositions we have delivered in this chapter will never be called into 
question by any one who knows how to avoid the common error of confounding 
the vehemence of declamation with true and genuine spirit, or who will properly 
reflect on the nature of that quality, and by this means find, that this fire, which we 
are celebrating m the player, is nothing more than a just rapidity of thought, and 
vivacity of disposition, in concurrence with which only it is, that all the other quail 
ties that constitute him a good one, are happy in giving the marks of reality to his 
performance 
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When this principle is established, it is easy to conclude from it, that an actor 
can ne\er have too much fire, since it is impossible that the representation of his 
character can ever have too much the air of a reality and, consequently, that the 
impression on his mind can never be too ready or too lively, nor can the expression 
of it answer too suddenly, or too faithfully to the impulse he receives from it 

A performer will, indeed, be verv severely censured, and very justly too, if his 1 
playing be not in all respects consonant with, and perfectly agreeable to the char 
acter and circumstances of the person he represents, or, if, under the intent of mam 
festmg his fire, he only exhibits a set of convulsive gestures, or roars out a parcel of 
inadequate exclamations But, m this case, the people of taste and judgment will 
not accuse him of having too much fire, but too litde understanding, they will even 
complain, under these very circumstances, of his wanting fire, and he will find 
himself under the same sort of censure with certain modern boohs, which the vulgar 
accuse of having too much wit in them, but which these sort of judges condemn 
for having no wit at all'... 

We may add that many an actor m performing a favorite part, gives himself 
up to an extravagance of passion in places where the sense of the author, and cir 
cumsiances of the character he represents require no such thing, or if his vehe 
mence be not quite out of place, it is often of a very absurd kind These arc faults 
which a man falls into, not through an excess of fire, as the vulgar suppose, but 
through a defect of it He does not perceive that he is exerting his utmost efforts 
to express a passion which he is not to feel, and in consequence of that blunder he 
does not feel what he ought, and therefore ’tis impossible he should express it In 
this case the actor greatly misinforms himself if he thinks it is fire that he perceives 
in his temper, it is rather a madness, an absurdity, and as such the more judicious 
of the audience will be sure to look on it 

Perhaps it will yet remain the opinion of some, that though an extravagant ac 
tion or a misplaced rant, do not deserve the name of an excess of fire, yet m many 
characters, even where the player is not blameable in either of these points, he may 
too freely give himself up to the ardor of his disposition, and be carried away into 
faults by it 

Under the specious pretense that cv cry actor ought to tie himself down to a cer 
tain and regular gradation in his playing, there may be some who will object that 
the warmth of theatrical action ought only to disclose itself successively, and that 
if the player, at the first instant of his entering into a passionate part, throw's into it 
all ihar fire which Jhe oqyht to have eipiressed at some period afterwards,, it will be | 
just to reproach him with having too much fire, in that first instance 

There is more of show than of solidity m this argument, and it is indeed al 
ready answered by the distinction which we have established between the vehemence 
of action, and the true fire of the actor The best judges indeed often wish to see 
the player raising himself into the most violent emotions only by regular degrees, 
but they would notwithstanding have his fire be always equal Nature knows no 
gradations in the nse of this enlivening spirit, nor do they expect to find any on the 
stage, where every man who knows what he ought to be pleased with, likes to see 
the readiness of concepuon and vivacity of expression always at their utmost height 
The actress who has tenderness and sensibility in her nature, and who easily 
and readily feels every passion that the author intends she should describe, is not 
for that reason to Batter herself that she may excel in the profession without fire 
To feel the passions we arc to point out to others, is certainly a necessary first step 
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to perfection in playing, but it is not all that is expected of the performer, they may 
e\en be exquisitely felt, and yet for want of this fire they may be but very ill ex 
pressed The feeling them strongly may indeed be alone sufficient for the affecung 
a few particular persons, but when a numerous audience is to be moved in the 
strongest and most pathetic manner, much more is required 

In this case there is a necessity not only for a due portion of fire, but even of 
\ehemcnce Both these arc as requisite here, to the affecting the audience, as agita 
tion of the air is to flame A fire may be sufficient to warm, nay to burn the neigh 
boring objects, while it smothers within its bounds, but it will never take place upon 
more distant things, unless it have the assistance of a strong mind to promote and 
carry on its ravages 

The player, who wants feeling will never be allowed by those who are judges 
to be a good one, though he may be acknowledged to have the declamatory talents 
of some of our best orators, and even he who does not want this great qualification, 
but who, though he has it, wants fire to give it force and lustre, and who cannot 
be vehement, when the circumstances of the character he represents require it, will 
always find his reputation as inferior to that of the performer, who is able to add 
to the same sensibility, the force of that warmth and energy we have been cclebrat 
ing, as the success of that orator, whose elocution does not come up to the merits 
of his reasoning, Will be to that of him in whom the auditors find both those ad 
vantages united and acting on them together 

* • • • 

We would not be understood, even in this eminent view of the superiority on 
the side of the player, who has both feeling and elocution, to mean that he who has 
only one of them, is useless in a theatre We have (thanks to our poets of later 
times) scenes in which a man who has nothing but a declamatory voice without 
feeling, nay almost without meaning, may acquit himself well enough 

Vehemence in an actor when ill placed, or when carried beyond the circum 
stances of the character he represents, or beyond truth or probability, will alv\a>s 
be ridiculous ’Tis only the common herd of an audience who are ready to sa> 
that provided the player affects them strongly, ’tis no matter whether that be done 
justly or not, but the severest judge will allow that as an absolute perfection is not 
easy to be arrived at in those parts of a character, where the author means that the 
performer should exert this quality, it is much better that he should run beyond 
the goal than fall short of it 

The first intent of all playing is to affect and move the audience, and in all 
theatrical performances, ’tis an invariable rule that the coldest representation is the 
most defective The principal thing the actor has to observe, when the circum 
stances of his part make it necessary that he should be vehement, is that he does 
not strain his voice, so as to render it incapable of carrying him through the rest of 
the piece We should with great justice laugh at the man engaged m a race, who 
should throw out his legs to their utmost speed at the setting out, and by that 
means rendered them incapable of carrying him to the end of the course 

We remember the time when Mr Garrick . . [ran] himself so out of voice in 
some of the first scenes in the character of Pierre in Venice Preserved, that he could 
not even be heard when he came afterwards to that great scene in which he re 
proaches the senate. And when in Richard he cried out to Richmond, “Richard u 
hoarse with calling thee to battle,” the audience was so sensible of the truth of the 
expression, that they could scarce distinguish the sounds that conveyed it to them 
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Rut to the honor of this inimitable player, he has now fallen into so happy a method 
of moderating his fire in the beginnings of these characters, in order to the preserv 
mg himself intelligible to their end, that he might be set up as an example 

DAVID GARRICK 

(1717 1779) 

David Garrick is the first great actor of the English stage about whose life 
and career we possess not only the gross outlines but also the intimate details 
Friend of such celebrated literary figures as Samuel Johnson, Oliver Goldsmith, 
and Denis Diderot, he appeared as artist and man in their writings He was vividly 
pictured in contemporary criticism and in the memoirs of his fellow actors His 
letters and diaries throw light upon his personality and his ideas 

Son of a somewhat indigent army captain of Litchfield, Garrick at first went 
to London to prepare for the bar, but upon inheriting money from an uncle he and 
his brother became wine merchants It was in this capacity that Garrick came to 
know the actors m the coffee houses around Covent Garden He met Charles Mack 
hn and later fell in love with the beautiful actress Peg Woffington For i time 
these three set up housekeeping together Garrick undoubtedly learned something 
of natural acting from them Before this time he had participated in amateur plays, 
took bit parts, and acted for a summer in Suffolk Unable to make his way in the 
patent theatres, Garrick won his first success in 1741 by playing Richard III in 
Goodman’s Fields, one of the sprouting theatres limited to concerts and general 
entertainments Garrick’s Richard III was sandwiched between two portions of a 
musical concert His success was immediate and sensational It prompted James 
Quins remark If this young fellow is right, then we have all been wrong ’ The 
following day he wrote to his brother Peter ‘My mind has been always inclined 
to the stage All my illness and lowness of spirits was owing to my want of reso- 
lution to tell you my thoughts when here Last night I played Richard the Third 
to the surprise of everybody, and as I shall make very near £300 per annum by it, 
and as it is really what I dote upon, I am resolved to pursue it Though I know 
you will be much displeased at me, yet I hope when you find that I may have the 
genius of an actor without the vices, you will think less severe of me, and not be 
ashamed to own me for a brother ” 

Garrick came to Drury Lane at a high salary, after a stint at Goodmans 
■Fields and a triump’nai tour to Dublin wit'h Teg ’wouungton Following an unsuc 
cessful revolt against Fleetwood, manager of Drury Lane, which cost him the 
friendship of Macklin, Garrick played m Dublin again Later, back in London, he 
was at Covent Garden with Quin and Susanna Cibber, and then he became co- 
patcntec at Drury Lane Here he reigned supreme until his retirement in 1776 
His many activities can only be listed here He wrote several successful plays, 
he was a member of the famous group to which Johnson, Burke, and Goldsmith 
belonged, he was feted and honored in Pans by such people as Diderot and Baron 
DHolbach, he made adaptations of Shakespeare and inaugurated a Stratford Jubi 
lee in 1769 All these pursuits were part of his vigorous career, which was untir 
ingly devoted to acting and managing a theatre. 

In charge of the artistic problems at Drury Lane, Garrick diligendy trained 
the company that worked with him, as Kitty Clive, one of his leading ladies, noted 
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A listing of his roles is a listing of the popular plays of his time and the great plays 
□f the past and attests to Garrick’s tremendous versatility One of his contempo- 
raries wrote to him The thing that strikes me above all others is that variety in 
your acting, and your being so totally a different man in Lear from what you are 
in Richard ” 

Lauded for introducing natural acting on a stage steeped m posturing and 
singsong recitative, Garnck borrowed from life the touches that made his char 
acter creations great In preparing his King Lear, one of his greatest roles, Garnck 
observed an acquaintance who had gone mad after the loss of his child He is re 
ported to have said There it was that I learned to imitate madness, I copied 
nature, and to that I owed my success in King Lear Both Garrick and the actors 
he trained were praised m verse and anecdote for naturalness Thomas Davies 
(1712 1785), an actor at Drury Lane and Garricks first biographer, in a poem 
called Nature and Garnck (1756), has nature cry out that Garrick steals her colors 
Dr Samuel Johnson the arbiter of literary taste and one time schoolmaster of 
Garnck, said of him Garrick was no dedaimer, there was not one of his own 
scene shifters who could not have spoken ‘to be or not to be, better than he did 
True conception of character and natural expression of it, were his distinguished 
excellencies The most graphic detailed description of Garnck is preserved in the 
letters of the German Georg Christoph Lichtenberg who visited London in Gar 
neks day 

The problem of emotional identification is touched on in these words ascribed 
to Garrick ' that a man was incapable of becoming an actor who was not abso- 
lutely independent of circumstances calculated to excite emouon, adding that, for 
his own part, he could speak to a post with the same feelings and expression as to 
the loveliest Juliet under heaven Anecdotes confirm the fact that he was not com 
pletely immersed m his roles Grimm, who saw him in Paris, reported that Garnck 
entertained a group of people by letting hts face run through the whole gamut of 
passions without personal emotion Garnck’s cool head recommended itself to 
fDiderot, who used him as an illustration of his thesis that the actor should be 
1 devoid of personal emotion 

In all of Garrick’s writing there is unfortunately little in the way of a detailed 
exposition of his methods of artistic creation or his general approach to his art. 
The major pieces are printed here An Essay on Acting is the first portion of a 
humorous pamphlet which Davies says Garrick wrote while he was preparing his 
performance of Macbeth to blunt the remarks he felt critics would make on his 
original presentation of the character Apart from the amusing gibes at himself and 
■ftie 'mmrorotc.Vy \nn&, “rraiifnt/rnk Wrmmon (A acting, i!nis Essay is interesting tot ’/£. 
stress on variety in characterization and its emphasis on observation of * nature* in 
the preparation of a role The letters of advice to two actors testify to his senous 
approach to acting 

Although the statement of Davies that * I have never heard him speak warmly 
in the commendation of any actor, living or dead may caution the reader against 
immediate acceptance of Garrick’s evaluation of Hyppolite Clairon, the French tra 
gedienne, as inferior because her technique differed from his, the letter about her 
does suggest Garnck’s endorsement of the spontaneous, intuitive approach We arc 
fortunate in having Clairon’s exposition of the same problem in which her words 
might almost have been wntten in answer to the very objections raised by Garnck 

Versatile, ingenious, and impassioned as an actor, shrewd and strict as a man 
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agcr and teacher, and successful as a playwright, Garrick was almost universally 
admired m his own day and has become the symbol of the great actor Original 
as he was, Garrick was nevertheless a child of his own time He provided Macbeth 
with a striking death speech and retained the music and dancing introduced m 
Davenant’s version of this play King Lear, one of his triumphs, probably retained 
a happy ending from earlier versions of the play His costumes and those of his 
leading ladies were elaborate contemporary dress, and the scenery that adorned his 
productions had little relation to his playing Perhaps Garrick’s art is best under 
stood in the light of John Hill’s remark that Natural playing, when it flows from 
a perfect understanding of the whole art and rules of the profession, is the excel 
lence of theatrical representation, but those who use the term, generally employ it 
to express that dependence upon nature, which excludes all the assistance of art, 
and . such nature will never make a player ” 


An Essay on Acting 

In Which mil be Considered the Mimical Behavior of a 
Certain Fashionable Faulty Actor 

As I have a long time (twenty years, or more) made the stage, and acting, my 
study and entertainment, I look upon myself, and indeed am thought by my inti 
mates, a proper person to animadvert upon, or approve, the errors and the excel 
lencies of the theatre, and as there can be no better opportunity offer itself than 
now, when the town is running after their little fashionable actor, in a character 
of which he is, properly speaking, the anti-climax of, or rather the antipode of 
Shakespeare, I will endeavor in the following dissection of our puppet hero, to con 
vince my dear country men and country women, that they are madly following an 
ignis fatuus, or will of the wisp, which they take for real substantial light, and 
which I shall prove to be only the rushlight of genius, the idol of fashion, and an 
air-drawn favorite of the imagination 

How are we degenerated m taste 1 Oh how chang’d 1 How fallen! That our 
theatre shall be crowded with nobility, ladies and gentry, to sec Macbeth Burlesqued 
or Be — g — k'd, which are synonymous, when they might read Mr Theobalds 
edition of him, without throwing away their money, mispending their time, ruin 
ing their taste, or running the hazard of catching a violent cold, for a mere nonen 

tity However, that I may not seem to be prejudiced against Mr G k, as I really 

am not, for I admire him, for thus boldly daring to deceive and cheat three parts 
of the nation, I shall, having now cracked the shell of my spleen against the town, 
come to the kernel of reason, and present them this little sweet nut of theirs, worm 
eaten to the sight, embittered to their taste, and abhorred to their imaginations, as 
Shakespeare terms it 

In order to do this, I shall present my readers with the following short treatise 
upon acting, which will show them what acUng ought to be, and what the present 
favorite in question is not. 

David G*rr ck An Essay on Acting In nbreb ml! be Considered the Mimical Behavior of s 
Certain fastionable faulty eetot to ublcb a III be added a tbort Criticism of Hit acting Mac 
betb London Printed for XT BicLerton, 1744, pp. 1 12 
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A Short Treatise upon Acting By Which the Players May be Instructed 
and the Town Undeceived 

That I may convince the world, that the public good and no private animosity, 
has extracted the following treatise from its author, I shall first give an ample and 
dear definition of acting, and make the natural, metaphysical, and consequential 
deductions, that will immcdiatdy elicit the right from the wrong and show my 
designs arc merdy scicntifical, and not subservient to pique and partial prejudice 

Acting is an entertainment of the stage, which by calling in the aid and assist 
ance of articulation, corporeal motion, and ocular expression, imitates, assumes, or 
puts on the various mental and bodily emotions arising from the various humors, 
virtues and vices, incident to human nature 

There are two different kinds of exhibitions, viz tragedy and comedy, the 
first fixes her empire on the passions, and the more exalted contractions and dila 
tions of the heart, the last, though not inferior ( quoudem science) holds her rule 
over the less ennobled qualities and districts of human nature, which are called 
the humors Now in some cases, passions arc humors, and humors passions, for 
the revenges of an Alexander and a Haberdasher, may have the same fountain, and 
differ only in their currents, and though the one (Alexander) cannot content him 
self but with the total subversion of his enemy’s kingdom, and the other (the Haber 
dasher) is satisfied with rolling his antagonist in the kennel, yet, still it is revenge 
the mind of one is equally affected in proportion to the other, and all the difference 
lies in the different ways of satisfying their common passion But now to the ap- 
plication, and design in hand If an actor, and a favorite actor, in assuming these 
different characters with the same passions, shall unskillfully differ only in dress 
and not m execution, and supposing him right in one, and of consequence abso 
lutcly ridiculous in the other, shall this actor, I say, in spite of reason, physics, 
and common observations, be caressed, applauded, admired? But to illustrate it 
more by example — Suppose the murder of Duncan, and the breaktng of a unnal 
shall affect the player in the same manner, and the only difference is the blue apron 
and laced coat, shall we be chilled at the murderer, and roar at the tobacconist* 
Fie for shame 1 — As the one must be absolutely the reverse of right, I think the 
public, for so gross an imposition, should drive both off the stage When Druggcr 
[The Alchemist] becomes Macbeth, and Macbeth Drugger, I feel for the names 
of the immortal Shakespeare, and inimitable Ben, I bemoan the taste of my country, 
and I would have the buffoon sacrificed to appease the muses and restore to us a 
true dramatic taste, by such an exemplary piece of justice I shall now, as relative 
to my present subject, describe m what manner the two above mentioned characters 
ought to be mentally and corporeaffy agitated, under the different circumstances 
of the dagger, and urinal, and by that shall more fully delineate what is meant by 
passions and humors When Abel Drugger has broke the urinal, he is mentally 
absorbed with the different ideas of the invaluable price of the urinal, and the pun 
ishment that may be inflicted in consequence of a curiosity, no way appertaining 
or belonging to the business he came about Now, if this, as it certainly is, the sit 
uation of his mind, how arc the different members of the body to be agitated* 
Why thus — his eyes must be reversed from the object he is most intimidated with 
and by dropping his lip at the same time to the object, it throws a trembling languor 
upon every muscle, and by declining the right part of the head towards the unnal 
it casts the most comic terror and shame over all the upper part of the body, that 
be imagined, and to make the lower part equally ridiculous, his toes must be 
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inserted from the heel, and by holding his breath, he will unavoidably give himself 
a tremor in the knees, and if his fingers, at the same time, seem convulsed, it fin 
ishes the completest low picture of grotesque terror that can be imagined by a Dutch 
painter — Let this be compared with the modern copies, and then let the town 
judge — Now to Macbeth —When the murder of Duncan is committed, from 
an immediate consciousness of the fact, his ambition is engulfed at that instant, by 
the horror of the deed, his faculties are intensely riveted to the murder alone, with 
out having the least consolation of the consequential advantages, to comfort him 
in that exigency He should at that time, be a moving statue or indeed a petrified 
min, his eyes must speak, and his tongue be metaphorically sdent, his ears must be 
sensible of imaginary noises, and deaf to the present and audible voice of his wife, 
his attitudes must be quick and permanent, his voice articulately trembling, and 
confusedly intelligible, the murderer should be seen in every limb, and yet every 
member, at that instant, should seem separated from his body, and his body from 
his soul This is the picture of a complete regicide, and as at that time the orb below 
should be hush as death, I hope 1 shall not be thought minutely circumstantial, if 
I should advise a real genius to wear cork heels to his shoes, as in this scene he 
should seem to tread on air, and I promise him he will soon discover the great ben 
efit of this (however seeming trifling) piece of advice 

The only way to arrive at great excellency in characters of humor, is to be very 
conversant with human nature, that is the noblest and best study, by this way you 
will more accurately discover the workings of spirit (or what other physical terms 
you please to call it) upon the different modifications of matter Would the painter 
produce a perfect piece to the world, let him copy from the life, let nature herself 
sit to the artist would a player perform equally excellent in his profession, let him 
be introduced into the world, be conversant with humors of every kind, digest 
them in his mind, let them be cherished by the genial warmth of his conception, 
transplanted into the fair garden of his judgment, there let them ripen to perfection, 
and become his own Hie labor! Hoc opus' The late celebrated Mr (Thomas] 
Doggett, before he performed the character of Ben, m Loie /or Love, took lodgings 
tn Wapping, and gathered thence a nosegay for the whole town Another comedian 
now living, though not upon the stage (it being so replete with greater geniuses) 
has been observed constantly to attend the exchange for weeks together, before he 
exhibited one of Shakespeare’s most inimitable and difficult characters, and so far 
succeeded by his great attention and observation of the manner, dress, and behavior 
of a particular tribe of people, that the judgment, application, and extraordinary 
pains he took to divert the public rationally, was amply returned with crowded 
theatres, and unequalled applause, nay, to so great a degree did they show their 
approbation to this painstaking genius, that he is at present more known by the name 
of the character he performed, than by his own 

1 shall not enter into the reasons why he is at present excluded from the the 
atre, but shall only, as an advocate for the public, say that I wish for their sake, 
that there were many such actors as him upon both theatres 

I have, in as concise a manner as possible, given my sentiments of acting, by 
example and precept, but there will very soon be published a more complete and 
expanded treatise upon acting, with an accurate description of each humor and 
passion, their sources and effects, by which the players may be taught to renounce 
their errors, and the town its judgment of acting and actors — 

Here ends the essay upon acting 
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Letters on Acting 
Mr. Garrtc\ to Mr. Powell ‘ 

Pans, December 12, 1764, 

. . . The news o f your great success gave me a most sensible pleasure, the con 
unuance of that success will be in your own power, and if you will give an older 
soldier leave to hint a little advice to you, 1 will answer for us being sincere at 
least, which, from a brother actor, is no small merit. The gratitude you have ex 
pressed for what litde service I did you the summer before your appearance on 
the stage, has attached me to you, as a man who shall always have my best wishes 
for his welfare, and my best endeavors to promote il I have not always met with 
gratitude in a playhouse. You have acted a greater variety of characters than I 
could expect in the first winter, and I have some fears that your good nature to your 
brother actors (which is commendable when it is not injurious) drove you into 
parts too precipitately, however, you succeeded, and it is happy that you had the 
whole summer to correct the errors of haste, which the public will ever excuse in a 
young performer, on account of hts beauties, but now is the tune to make sure of 
your ground in every step you take. You must, therefore, gtv e to study, and an accu 
rate consideration of your characters, those hours which young men too generally 
give to their friends and flatterers The common excuse, is they frequent dubs, for 
the sake of their benefit, but nothing could be more absurd — your benefits will only 
increase with your fame, and should that ever sink by your idleness, those friends 
who have made you idle, will be the first to forsake you. When the public has 
marked you for a favorite (and their favor must be purchased with sweat and 
labor) you may choose what company you please, and none but the best can be of 
service to you. 

The famous [Michel] Baron of France used to say, that an actor should be 
‘ nursed in the lap of Queens by which he meant that the best accomplishments 
were necessary to form a great actor. Study hard, my friend, for seven years, and 
you may play the rest of your life. I would advise you to read at your leisure other 
books besides plays in which you are concerned,... But above all, never let your 
Shakespeare be out of your hands, or your pocket; keep him about you as a charm; 
the more you read him the more you will like him, and the better you will act him 
One thing more, and then I will finish my preaching Guard against the splitting 
the ears of the gioundltngs, who are capable of nothing but dumb shows and noise 
— 'do not sacrifice your taste and feelings to the applause of the multitude; a true 
gmoutf will ixu>.vr.ri xio juidmorr Jto .his .mawtir.r, .raii\r.r ihac .hr xxvovr.nrd -ty them 
to what is false and unnatural — be not too tame neither. I shall leave the rest to 
. . your own genius. . . . 

Mr. Gamely, as to Madame Clairon 

August, 1769 

What shall I say to you, my dear friend [Sturz, Garrick’s Danish correspond 

The Prhate Correspondence of Dai id Garrick with the Af oil Celebrated Persons of hts Time 

edited, with a memoir by James Boaden London Henry Colburn and Richard Bentley, 18ili 
Volume 1, pp 177 178, JJ8, JO? 

1 W>lbam Powell (d 1769) Called David Garrick’s successor when Garrick engaged him for 
Drury Lane during his holiday abroad in the years 176J-176J. 

[136] 



ENGLAND II. 


ent], about the * Clairon? Your dissection of her is as accurate as if you had opened 
her alive, she has everything that art and a good understanding, with great natural 
Spirit, can give her But then I fear (and I only tell you my fears and open my soul 
to you) the heart has none of those instantaneous feelings, that lifeblood, that keen 
sensibility, that bursts at once from genius, and like electrical fire, shoots through 
the veins, marrow, bones and all, of every spectator Madame Clairon is so conscious 
and certain of vv hat she can do, that she never, I believe, had the feelings of the m 
stant come upon her unexpectedly, but I pronounce that the greatest strokes of 
genius have been unknown to the actor himself, till circumstances, and the warmth 
of the scene, has sprung the mine as it were, as much to his own surprise, as that 
of the audience Thus I make a great difference between a great genius and a good 
actor The first wall always realize the feelings of his character, and be transported 
beyond himself, while the other, with great powers, and good sense, will give great 
pleasure to an audience, but never 

Pectus manner angst, 

Imtat, mulcet, falsss terrorsbus smplet 
Ut magus (Horace, Episn, II, 1 , 211) 

[With airy nothings rings my heart 
In flames, soothes it, fills it with vain alarms 
Like a magician ] 

I have with great freedom communicated my ideas of acting, but you must not 
betray me, my good fnend, the Clairon would never forgive me, though I called 
her an excellent actress, if I did not swear by all the Gods she was the greatest 
genius too 


Mr Gamc\ to Mr Henderson 1 

Hampton, January 5, 1773 
Sir, 

It is with the greatest pleasure I hear of your success the continuance of it 
wall in great measure depend upon yourself As the older soldier, I will venture 
to point out some rocks, which former young men of merit have split upon Too 
much intoxication with the applause they have received, and more inclined to be 
flattered by their inferiors than pursue the means to increase their reputation, they 
*irave generally nejjieciefi Sttihy, co 'Keep inhffiercrti company, ’oy w’tudn 'Dtkvavior 
their little stock of merit has been soon exhausted, and m exchange they have got 
the habit of of idling and drinking, contenting themselves in public with barely 
getting the words of their parts into their heads, and in private with the poor, 
unedtfving commonplace gabble of every ignorant pretender who (to the disgrace 
of it) belongs to a theatre You must not imagine that I would have a young man 
always at his book, far from it it is part of his business to know the world, and 
conversation, provided it is creditable, will be of the utmost service I am sorry 
to say that the conversation I would recommend is not to be found among the 
dramatss personae Permit me to go a little farther, you have given me a sort of 
right, by saying that my interest at Bath has served you I would have you endeavor 
to read other books besides those of the theatre Every additional knowledge to 

1 John Henderson (1747 178 J), called the Bath Rosaus 
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that of your profession will give you importance, the majority of actors content 
themselves (like parrots) with delivering words they get from others, repeat them 
again and again without the least alteration, and confine their notions, talking and 
acquirements, to the theatre only, as the parrot to his cage. The last and chief 
matter is your preservation of that character which you set out with, of being an 
honest man 1 let no inducements prevail upon you to break your engagements, 
steadiness and perseverance will, though slowly, bring you surely to the best end of 
all our actions; while flights, rambling, and what some call spirit, will mislead, dis 
tract, and destroy you So much for preaching 

What I have said, is said to yourself, and meant kindly if my future advice 
will be of the least service to you, you shall command it 


CATHERINE CLIVE 

(1711 1785) 

Catherine (Kitty) Chvc, a member of Garrick’s company for a time, was one 
of the liveliest comic artists of the time. Her singing and drollery earned for her 
the approbation of Dr Johnson who said, 4 What Clive did best, she did better than 
Garrick, but could not do half so many things well ” Like many comic artists she 
aspired to tragic roles but succeeded best in her own domain 

Her letters to Garrick, two of which follow, attest to his role as teacher and 
director Clive was only one of a group of excellent actresses in the Garrick com 
pany at different times There was, for a while, his lovely mistress, Peg Woffington 
Mrs Hannah Pritchard was his leading tragic actress, playing Lady Macbeth to 
his Macbeth, Queen Gertrude to his Hamlet, and Beatrice to his Benedick She 
was an actress with strong natural talent, and created excellent effects on stage al 
though it is reported of her that in Macbeth she knew only the scenes in which she 
appeared George Ann Bellamy (1731*1788), who wrote an extremely picturesque 
Apology, was also one of his leading ladies Susanna Maria Cibber, wife of Colley 
Cibber’s rather disreputable son, Tbeophilus, became, next to Mrs Pritchard, the 
finest tragedian of Garrick’s company 

These women belonged to a developing tradition of English actresses Unknown 
on the stage before the Restoration, when all female parts were taken by boys, 
actresses had emerged in the second half of the seventeenth century to add such 
great names to the English stage as that of Mrs Betterton, Mrs Barry, Mrs Brace 
jprdle, Mrs Oldfield, and later the women of Garrick’s hegemony in the theatre 


Two Letters to Mr Garrick 
Mrs Clive to Mr Game ^ 

Twickenham, January 23, 1774. 

Wonderful Sir — Who have been for thirty years contradicting an old established 
proverb, “you cannot make bricks without straw"; but you have done what is in 
finitely more difficult, for you have made actors and actresses without genius, that 

Quoted by Perey H Fitzgerald Tbt Life of Mti Catherine Clive . . . London A Reader. 
1*8*, pp 9i-94, 10I-10S 
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is you have made them pass for such, which has answered jour end, though it has 
given you infinite trouble You never took much pains for joursclf for jou could 
not help acting well, therefore I do not think jou have much merit in that, though 
to be sure it has been \ery assuaging to yourself, as well as the rest of the world, 
for while jou are laughing at your own conceits, you was [ sic ] at the same time 
sure they would cram your iron chests . 

yours, 

C Pus 

Twickenham June 23, 1776 

Dear Sir — Is it really true that you ha\c put an end to the glory of Drury Lane 
Theatre* If it is so, let me congratulate my dear Mr and Mrs Garrick on their 
approaching happiness I know what it will be, you cannot yet have an idea of it, 
but if you should still be so wicked not to be satisfied with that unbounded, un 
common degree of fame you have received as an actor, 3nd which no other 
actor ever did receive — nor no other actor ever can receive, — I say, if you should 
still long to be dipping your fingers in their theatrical pudding (now without 
plums), you will lie no Garrick for the Pivy In the height of public admiration for 
you, when you were never mentioned with my other appellation hut Mr Garrick, 
the charming man, the fine fellow, the delightful creature, both by men and 
ladies, when they were admiring everything you did and everything you scribbled, 
at this very time the Pivy was a living witness that they did not know, nor could 
they be sensible of half your perfections I have seen you with your magical 
hammer m your hand, endeavoring to beat jour ideas into the heads of the 
creatures who had none of their own I have seen you with lamb-like patience 

endeavoring to make them comprehend you, and I have seen you when that 

could not be done I have seen your Iamb turned into a lion, by this your great 
labor and pains the public was entertained, they thought they all acted very fine — 
they die! not sec you pull the wares 

There are people now on the stage to whom you gave their consequence, 

they think themselves very great, now let them go on in their new parts without 

your leading strings, and they will soon convince the world what this genius 
is I have always said this to everybody, even when your hones and mine were 
in their highest prancing While I was under your control I did not say half 
the fine things I thought of you, because it looked like flattering, and you know 
your Pivy was alwavs proud, besides I thought you did not like me then, but 
now I am sure you do which made me send this letter 

SARAH KEMBLE SIDDONS 

(1755 1831) 

The most illustrious member of the Kemble clan, England s distinguished acting 
family for six generations, was Sarah Kemble Siddons Contemporary testimonv, 
corroborated by historical authority, has designated her the greatest actress the Eng 
hsh stage has ever possessed The tenor of the astounding acclaim which attended 
her performances, and which continued unabated over her two-decade activity on 
the stage is best expressed in the words of William Hazlttt "The enthusiasm she 
excited ha 1 something idolatrous about it, we can conceive nothing grander She 
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embodied to our imaginations the fables of mythology of the heroic and the deified 
mortals of elder time She was not less than a goddess or a prophetess inspired by 
the Gods Power was seated on her brow, passion radiated from her breast as from 
a shrine, she was Tragedy personified ” 

The first child of Roger Kemble, a provincial strolling player and Sarah Ward, 
daughter of an Irish theatre manager, Sarah was born July 5, 1755, at Brecknock, 
South Wales Of the twelve Kemble offspring, half chose to continue in the the 
atre Sarah and her brother John Philip succeeded in holding complete sway over 
the English stage for more than twenty years As a child, she appeared on the stage 
with the other members of her family At eighteen she was married to William 
Siddons, an indifferent actor in her father’s company Two years later, her success 
in the provinces came to the attention of David Garrick, through whom she was 
brought to Drury Lane to make her London debut as Portia on December 29, 1775 
This debut marked her first, last, and only failure, accounted for variously by her 
biographers as due to a decline of her health after the recent birth of her second 
child, the fact that her voice, tuned to the requirements of the small provincial the 
atre, could not be projected sufficiently in the two thousand seat Drury Lane the- 
atre, and possibly the strangeness of her performance, new to an audience accus 
tomed to the actress-coquette then in vogue Whatever the reason, she failed to 
arouse Garrick’s interest sufficiently, so that her relationship with Drury Lane was 
soon terminated. 

Mrs Siddons returned to the provincial circuit, to remain there for the next 
six years until she was once again called to Drury Lane Her second London ap- 
pearance, in the title role of Southerne’s Isabella, or The Fatal Marriage, on October 
10, 1782, so electrified the theatre world that she was immediately recognized as 
the greatest tragic actress of the period It was in the midst of her preparauons for 
this performance, in the depth of what she called one of her ‘ desperate tranquih 
ties,’ that she observed that * the awful consciousness that one is the sole object of 
attention to that immense space, lined as it were, with human intellect from top to 
bottom, and all around, may perhaps be imagined, but can never be described, 
and by me can never be forgotten ” 

During her second season at Drury Lane Sir Joshua Reynolds immortalized 
her beauty in his famous portrait The Tragic Muse In this painting, as well as in 
the numerous others drawn by the greatest artists of her time, one can readily ob- 
serve the majestic stature, ‘the human face divine” with its intensely expresstve 
eyes, and the physical qualities which, when put to the service of her fire and pro- 
foundly imaginame powers, endowed her with attributes for a tragedian to a point 
very near perfection 

In the following seasons she graced the stage in unforgettable creauons as 
Lady Randolph in Douglas, Zara in The Mourning Bride, Mrs Haller in Kotzebues 
The Stranger, Elvira in Pizarro — plays, which lacking her presence, have been con 
signed to oblivion Her greatest Shakespearean interpretations were considered to be 
Queen Katherine in King Henry VIII, Volumma in John Philip Kemble’s adapts 
tion of Conolanns, and Lady Macbeth, the last acknowledged by all to have cm 
bodied the fullest realization of her cream e powers 

Mrs Siddons’ biographers are unanimous in their opinion that as an actress, 
she was not given to dependence on inspiration but achieved her results through 
painstaking application and a careful and thorough study of every part, with the 
keenest perception of character delineation Her touchstone is stated in these words 
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‘ When a part is first put before me for studying, I look it o\er in a general way, 
to sec if it is m Nature, and if it is, I am sure it can be played " In keeping with 
this view she rejected a role in the following manner ‘ It strikes me that the plot 
is very lame, and the characters very, very ill sustained in general, but more so the 
lady for whom the author has me in his eyes This woman is one of those mon 
sters of perfection, who is an angel before her time, and is so entirely resigned to the 
will of Heaven that (to a very mortal like myself) she appears to be the most pro- 
voking piece of still life one has ever had the misfortune to meet Her struggles 
and conflicts are so worthily expressed, that we conclude they do not cost her much 
pain, and she is so pious that we 3re satisfied she looks upon her afflictions as so 
many convoys to Heaven, and wish her there, or anywhere else but in the tragedy ” 
Mrs Clement Parsons, one of her many biographers, finds that she worked 
from within outward, first, by yielding herself to the spontaneous flashes of her 
sensibthtv, she became the person represented, then, inevitably, brought out the ex 
ternal indications, peculiar and personal ” 

Her power of concentration and absorption in her characterizations appears to 
have been so complete that the emotions which possessed her continued for several 
hours after a performance Unlike Garrick, who could joke easily between the acts 
of his most tragic roles, it is said that when she was playing, Mrs Haller (in 
Kotzebues The Stranger) she never stopped crying until the time she reached 
home, and her daughter Sally wrote My Mother crys so much at it that she is 
always ill when she comes home” Mrs Siddons herself has said ‘the quality 
of abstraction has always appeared to me so necessary m the art of acting, that 
I wish my opinion were of sufficient weight to impress the importance of this 
power on the minds of all candidates for dramatic fame Whenever I was called 
upon to personate the character of Constance [ King John ] I never, from the be 
ginning of the play to the end of my part in it, once suffered my dressing room 
door to be closed, in order that my attention might be constantly fixed on those 
distressing e\ents, which, by this means, I could plainly hear going on upon the 
stage, the terrible effects of which progress were to be represented by me In short, 
the spirit of the whole drama took possession of my mind and frame, by my atten 
tion being incessantly riveted to the passing scenes ” And later she had occasion to 
remark Belvidcra [Venice Preserved ] was hardly acting last night, I felt every 
word as if I were the real person, and not the representative.” 

The essay on the character of Lady Macbeth, given here, is one of the few anal 
yses of a role which Mrs Siddons has left Karl Mantzius points out that while her 
conception is interesting to us in that it expresses ‘ the true Kemble attitude towards 
art, m its striving for the attainment of nobility, beauty, elevation, at any and all 
cost it is still more interesting that this reading of the part differs completely 
from the conception that her impulsive, temperamental genius forced her to carry 
out on the stage ” A record of her performance in this character by an eye witness. 
Professor G J Bell [in H C Flceming Jcnkm Mrs Siddons as Lady Macbeth 
and as Queen Katherine ] is available to those who wish to make the comparison 
Charles Lamb has said that “we speak of Lady Macbeth while wc are in reality 
thinking of Mrs Siddons She first appeared in this role in 1785 and chose it for 
her farewell performance in 1812 Campbell, her contemporary biographer, states 
that the part accordingly proved, as might have been expected, Mrs Siddons mas 
terpicce It was an era in one’s life to have seen her in it ” 
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ACTORS ON ACTING 
Remarks on the Character of Lady Macbeth 

In this astonishing creature one sees a woman in whose bosom the passion 
of ambition has almost obliterated all the characteristics of human nature, in whose 
composition are associated ail the subjugating powers of intellect and all the 
charms and graces of personal beauty You will probably not agree with me as 
to the character of that beauty, yet, perhaps, this difference of opinion will be 
entirely attributable to the difficulty of your imagination disengaging itself from 
that idea of the person of her representative which you have been so long ac 
customed to contemplate According to my notion it is of that character which 
I belie; e is generally allowed to be most captivating to the other sex, — fair, feminine, 
nay, perhaps, even fragile — 

Fair as the forms that, wove in Fancy s loom, 

Float in light visions round the poet’s head 

Such a combination only, respectable in energy and strength of mind and 
captivating in feminine loveliness, could have composed a charm of such potency 
as to fascinate the mind of a hero so daundess, a character so amiable, so hon 
orablc as Macbeth, to seduce him to brave all the dangers of the present and all 
the terrors of a future world 

Lady Macbeth, thus adorned with every fascination of mind and person, 
enters for the first time, reading a part of one of those portentous letters from 
her husband ‘They met me in the day of success, and I have learnt by the 
pcrfcctest report they have more in them than mortal knowledge ' Now 
vaulting ambition and intrepid daring rekindle in a moment all the splendors 
of her dark blue eyes She fatally resolves that Glamis and Cawdor shall be 
also that which the mysterious agents of the Evil One have promised She then 
proceeds to the investigation of her husbands character 

In this development, we find that, though ambitious, he is yet amiable, con 
scientious, n3y pious, and yet of a temper so irresolute and fluctuating, as to 
require all the efforts, all the excitement, which her uncontrollable spirit, and 
her unbounded influence over him, can perform 

Shortly Macbeth appears He announces the Kings approach, and she, in 
sensible it should seem to all the perils which he has encountered in battle, and 
to all the happiness of his safe return to her, — for not one kind word of greeting or 
congratulation does she offer, — is so entirely swallowed up by the horrible design 
which has probably been suggested to her by his letters, as to have entirely 
forgotten both the one and the other It is very remarkable that Macbeth is frequent 
in expressions of tenderness to his wife while she never betrays one symptom 
of affection towards him, till, in the fiery furnace of affliction, her iron heart is 
melted down to softness For the present she flies to welcome the venerable gracious 
Duncan, with such a show of eargerncss as if allegiance in her bosom sat crowned 
with devotion and gratitude 

The Second Act 

There can be no doubt that Macbeth in die first instance, suggested h« 
design of assassinating the King Yet on the arrival of the amiable monarch 

Siral Slddom “Remarks on the Character of Lady Macbeth in Tho ni» Campbells lift of 
Air SJIott London Effingham Wilson 1JJ4 Volume II pp JO J4 
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who had so honored him of late, his naturally benevolent and good feelings 
resume their wonted power .. he relinquishes the atrocious purpose, and wisely 
determines to proceed no further in the business But, now, behold hts evil 
genius, his gras e-charm, appears, and by the force of her res dings, her con- 
temptuous taunts, and, above all, by her opprobrious aspersion of cowardice, 
chases the gathering drops of humanity from hts eyes, and dmes before her im- 
petuous and destructive career all those kind]) chanties, those impressions of 
loyalty, and pity, and gratitude, which, but the moment before, had taken full 
possession of his mind Her language to Maclicth is the most potently eloquent 
that guilt could use It is only in soliloquy that she imokes the powers of hell 
to unsex her To her husband she a\ows, and the naturalness of her language 
makes us believe her, that she had felt the instinct of filial as well as maternal 
love But she makes her very virtues the means of a taunt to her lord — ‘You 
have the milk of human kindness m your heart but ambition, which is my 
ruling passion, would be also yours if you had the courage Look to me, and be 
ashamed of your weakness ” Abashed, perhaps, to find his own courage humbled 
before this unimaginable instance of female fortitude, he at last screws up his 
courage to the sticking place, and binds up each corporal agent to this terrible 
feat In the tremendous suspense of these moments, while she recollects her 
habitual humanity, one trait of tender feeling is expressed, ‘ Had he not resembled 
my father as he slept, I had done it’ Her humanity vanished, however, in the 
same instant, for when she observes that Macbeth, in the terror and confusion 
of his faculties, has brought the daggers from the place where they had agreed 
they should remain for the crimination of the grooms, she exhorts him to return 
with them to that place He, shuddering exclaims, ‘111 go no more! I am 
aflcar’d to think of what I have done ” 

Then instantaneously the solitary particle of her human feeling is swallowed 
up in her remorseless ambition, and, wrenching the daggers from the feeble 
grasp of her husband, she finishes the act which the infirm of purpose had not 
courage to complete, and calmly and steadily returns to her accomplice . In a 
deplorable depravation of all rational knowledge, and lost to every recollection 
except that of his enormous guilt, she hurnes him away to their own chamber 

The Third Act 

The golden round of royalty now crowns her brow-, and royal robes enfold 
her form, but the peace that passeth all understanding is lost to her for ever, and 
the worm that never dies already gnaws her heart . 

Under the impression of her present wretchedness, I, from this moment, 
have always assumed the dejection of countenance and manners which I thought 
accordant to such a state of mind, and, though the author of this sublime com 
position has not, it must be acknowledged, given any direction whatever to 
authorize this assumption, yet I venture to hope that he would not have dis 
approved of it It »s evident, indeed, by her conduct in the scene which succeeds 
the mournful soliloquy, that she is no longer the presumptuous, the determined 
creature, that she was before the assassination of the King for instance, on the 
approach of her husband, we behold For the first time striking indications of 
sensibility, nay, tenderness and sympathy, and I think this conduct is nobly 
followed up by her during the whole of their subsequent eventful intercourse 
It is evident, I think, that the sad and new experience of affliction has subdued 
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which jou will recollect the dialogue [with Macbeth concerning Banquo and 
Fleance] 

Now, is it not possible that she should hear all these ambiguous hints about 
Banquo without being too well aware that a sudden, lamentable fate awaits 
him Yet, so far from offering any opposition to Macbeth’s murderous designs, 
she even hints, I think, at the facility, if not the expediency, of destroying both 
Banquo and his equally unoffending child, when she observes that, m them 
Nature’s copy is not eterne’ Having, therefore, now filled the measure of her 
crimes, I have imagined that the last appearance of Banquo’s ghost became no 
less visible to her eyes than it became to those of her husband Yes, the spirit 
of the noble Banquo has smilingly filled up, even to overflowing, and now 
commends to her own lips the ingredients of her poisoned chalice 
The Fifth Act 

Behold her now, with wasted form, with wan and haggard countenance, 
her starry eyes glazed with the ever burning fever of remorse, and on their lids 
the shadows of death Her ever restless spirit wanders in troubled dreams about 
her dismal apartment, and whether waking or asleep, the smell of innocent 
blood incessantly haunts her imagination 

During this appalling scene, which, to my sense, is the most so of them all, 
the wretched creature, in imagination, acts over again the accumulated horrors 
of her whole conduct. These dreadful images, accompanied with the agitations 
they have induced, have obviously accelerated her untimely end, for m a few 
moments the tidings of her death are brought to her unhappy husband It is 
conjectured that she died by her own hand Too certain it is, that she dies, 
and makes no sign I have now to account to you for the weakness which I 
have, a few lines back, ascribed to Macbeth, and I am not quite without hope that 
the following observations will bear me out in this opinion Please to observe, 
that he (I think pusillammously, when I compare his conduct to her forebear 
ance,) has been continually pouring out his miseries to his wife His heart has 
therefore been eased, from time to time, by unloading its weight of woe, while 
she, on the contrary, has perscvcnngly endured in silence the uttermost anguish 
of a wounded spirit 

Her feminine nature, her delicate structure, it is too evident, are soon over 
whelmed by the enormous pressure of her crimes Yet it will be granted, that she 
gtves proofs of a naturally higher toned mind than that of Macbeth The 
■iiutatTii pnyYiUu puwtrn tA lint two -sexes arc frndry idumanti, m tVit inffercrft 
effects which their mutual crimes produce Her frailer frame, and keener feelings, 
have now sunk under the struggle — his robust and less sensitive constitution has 
not only resisted it, but bears him on to deeper wickedness, and to experience 
the fatal fecundity of crime 

In one point of view, at least, this guilty pair extort from us, in spite of 
oursehes, a certain respect and approbation Their grandeur of character sustains 
them both above recrimination (the despicable accustomed resort of vulgar minds), 
m adversity, for the wretched husband, though almost impelled into this gulf 
of destruction by the instigations of his wife, feels no abatement of his love for her, 
while she, on her part, appears to have known no tenderness for him, till, with 
a heart bleeding at e\ cry pore, she beholds in him the miserable victim of their 
mutual ambition Unlike the first frail pair in Paradise, they spent not the fruitless 
hours in mutual accusation 
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the insolence of her pride, and the violence of her will, for she comes now to seek 
him out, that she may, at least, participate in his misery 

Far from her former habits of reproach and contemptuous taunting you 
perceive that she now listens to his complaints with sympathizing feelings, and 
so far from adding to the weight of his affliction the burden of her own she 
endeavors to conceal it from him with the most delicate and unremitting attention 

No, all her thoughts are now directed to divert his from those sornest 
fancies Yes, smothering her sufferings m the deepest recesses of her own 
wretched bosom we cannot but perceive that she devotes herself entirely to the 
effort of supporting him 

Let it be here recollected, as some palliation of her former very different 
deportment, she had, probably, from childhood commanded all around her with 
a high hand, had interruptedly, perhaps, in that splendid station enjoyed all 
that wealth, all that nature had to bestow, that she had, possibly, no directors 
no controllers, and that in womanhood her fascinated lord had never once 
opposed her inclinations But now her new born relentings under the rod of 
chastisement, prompt her to make palpable efforts in order to support the spirits 
of her weaker, and, I must say, more selfish husband Yes, in gratitude for 
his unbounded affection, and in commiseration of his sufferings, she suppresses 
the anguish of her heart, even while that anguish is precipitating her into the 
grave which at this moment is yawning to receive her 

The Banquet 

Surrounded by their court, in all the apparent ease and self-complacency of 
which their wretched souls are destitute, they are now seated at the royal banquet 
and although, through the greater part of this scene, Lady Macbeth affects to 
resume her wonted domination over her husband, yet, notwithstanding all this 
self-control, her mind must even then be agonized by the complicated panf? 
of terror and remorse . 

Dying with fear, yet assuming the utmost composure, she returns to her 
stately canopy, and, with trembling nerves, having tottered up the steps to her 
throne, that bad eminence, she entertains her wondering guests with frightful 
smiles, with overacted attention, and with fitful graciousness, painfully, yet in 
cessandy, laboring to divert their attenuon from her husband Whilst writhing thus 
under her internal agonies, her restless and terrifying glances towards Macbeth w 
spite of all her efforts to suppress them, have thrown the whole table into amaze 
ment, and the murderer then suddenly breaks up the assembly, by the confession 
of his horrors 

What imitation, m such circumstances as these, would ever satisfy the demands 
of expectation? The terror, the remorse, the hypocrisy of this astonishing being 
flitting m frightful succession over her countenance, and actuating her agitated 
gestures with her varying emotions, present, perhaps, one of the greatest difficul 
ties of the scenic art, and cause her representative no less to tremble for the 
suffrage of her private study, than for its public effect. 

It is now the time to inform you of an idea which I have conceived of 
Lady Macbeth’s character, which perhaps will appear as fanciful as that which 
I have adopted respecting the style of her beauty, and m order to justify this 
idea, I must carry you back to the scene immediately preceding the banquet, 
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which you will recollect the dialogue [with Macbeth concerning Banquo and 
Flcancc] . . 

Now, is it not possible that she should hear all these ambiguous hints about 
Banquo without being too well aware that a sudden, lamentable fate awaits 
him Yet, so far from offering any opposition to Macbeth’s murderous designs, 
she even hints, I think, at the facility, if not the expediency, of destroying both 
Banquo and his equally unoffending child, when she observes that, in them 
Nature s copy is not eterne ” Having, therefore, now filled the measure of her 
crimes, I have imagined that the last appearance of Banquo’s ghost became no 
less visible to her eyes than it became to those of her husband Yes, the spirit 
of the noble Banquo has smilingly filled up, even to overflowing, and now 
commends to her own lips the ingredients of her poisoned chalice 
The Fifth Act 

Behold her now, with wasted form, with wan and haggard countenance, 
her starry eyes glazed with the everburning fever of remorse, and on their lids 
the shadows of death Her ever restless spirit wanders in troubled dreams about 
her dismal apartment, and whether waking or asleep, the smell of innocent 
blood incessantly haunts her imagination .. 

During this appalling scene, which, to my sense, is the most so of them all, 
the wretched creature, in imagination, acts over again the accumulated horrors 
of her whole conduct. These dreadful images, accompanied with the agitations 
they have induced, have obviously accelerated her unUmcly end, for in a few 
moments the tidings of her death are brought to her unhappy husband It is 
conjectured that she died by her own hand Too certain it is, that she dies, 
and makes no sign I have now to account to you for the weakness which I 
have, a few lines back, ascribed to Macbeth, and I am not quite without hope that 
the following observations will bear me out m this opinion Please to observe, 
that he (I think pusillammously, when I compare his conduct to her forebear 
ance,) has been continually pouring out his miseries to hts wife His heart has 
therefore been eased, from time to time, by unloading its weight of woe, while 
she, on the contrary, has perscvcringly endured in silence the uttermost anguish 
of a wounded spirit. 

Her femimne nature, her delicate structure, it is too evident, are soon over 
whelmed by the enormous pressure of her crimes Yet it will be granted, that she 
gives proofs of a naturally higher toned mind than that of Macbeth The 
different physical powers of the two sexes are finely delineated, in the different 
effects which their mutual crimes produce Her frailer frame, and keener feelings, 
have now sunk under the struggle — his robust and less sensitive constitution has 
not only resisted it, but bears him on to deeper wickedness, and to experience 
the fatal fecundity of crime 

In one point of view, at least, this guilty pair extort from us, in spite of 
ourselves, a certain respect and approbation Their grandeur of character sustains 
them both above recrimination (the despicable accustomed resort of vulgar minds), 
in adversity, for the wretched husband, though almost impelled into this gulf 
of destruction by the instigations of his wife, feels no abatement of his love for her, 
while she, on her part, appears to have known no tenderness for him, till, with 
a heart bleeding at every pore, she beholds in him the miserable vicum of their 
mutual ambition Unlike the first frail pair in Paradise, they spent not the fruitless 
hours m mutual accusation 
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Tradition and Revolt 


In France, as elsewhere, players of religious drama like the Confrerte de la 
Passion disappeared during the early part of the sixteenth century In an era of 
religious dissension and national growth only the farces similar to Maitre Pierre 
Pathehn survived from an earlier day The Renaissance influence in Trance, as 
in England, was perceptible in the imitations and adaptations of Greek and Roman 
drama by the Pleiade and other scholarly and literary groups Etienne Jodelles 
Cleopatre captive in 1552 set the pattern for original French plays m the classical 
manner, a type which reached its apex m the lyrical dramas of Robert Gamier 
These classicists laid the groundwork for French drama, but their plays in the mid 
sixteenth century had little connection with professional theatre, since they were 
performed by amateurs for a largely academic and courtly audience 

Professional players who wandered through the provinces and entertained at 
popular fairs like La Fove Saint Germain were hampered in Pans by the mono- 
polistic control exercised bv the ConfrSue de la Passion When the decree of 1548 
suppressed religious dramas, the Confrerte was recompensed for the loss of its 
repertoire by a renewal of its exdusne right to perform plays in Paris The 
Confrerte itself ceased to produce plays, but it exercised control by forcing all 
troupes that wished to play in Pans to pay a tax In addition, the ConfrSne ltn 
posed a high rental charge for the use of its theatre, the H6tel de Bourgogne 
the only theatre in Pans Through the machinations of the Confrerte the HStel 
de Bourgogne became the first home of players in Pans 

Italian companies like the Gelost, so popular in France throughout this penod, 
performed at the Hotel de Bourgogne In this theatre, after competing with the 
Italians and struggling with the Confrerte the first important native company 
headed by Valleran Lecomte established itself Performing the tragi-comedies 
written especially for them by the prolific Alexandre Hardy and featuring three 
celebrated comedians, Gros Guillaume, Gaultier Garguille, and Turlupin, the Kings 
Men, as the troupe now called itself prospered About 1625 a new group called 
the Players of the Prince of Orange appeared at the Bourgogne France’s first 
famous tragedian, Mondory (Guillaume Dcsgilbcrts, 1594 1651), as well as the 
skillful comedian Jodclet (Julien Geoffnn Bedeau, 1600 1660) belonged^ to this 
troupe Mondory and his fellow actors established themselves at the Theatre d u 
Marais as the second important company in Paris 

During the next years these two troupes entertained Paris Mondory, who 
played heroic figures with tremendous vocal and physical exertion, achieved dts 
tinction by introducing the plays of Corneille In the attack inspired by Cardinal 
Richelieu against Corneille’s disregard for the classical unities in the popular 
Le Ctd opponents of the writer credited the success of the play to Mondorys 
histrionic virtues Richelieu himself favored Mondory and his troupe, which 
had employed the parents of the famous Michael Baron In 1636, however, Mob 
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dory’s strenuous performance took its toll, while playing the role of Herod 
he was struck by an apoplectic fit that paralyzed his tongue. 

At the mal Hotel de Bourgogne, which acquired Corneille’s plays and the 
best actors of the Marais at Mondory’s retirement, Bellerosc (Pierre Lc Messier, 
d 1670) and Montfleury (Zachane Jacob, 1608 1667) inaugurated an affected, 
flamboyant, and bombastic style that became the presailing manner It was 
said of Bellerose that he was “an affected actor, who looked where he was putting 
his hat for fear of spoiling the feathers ' The stout Montfleury was heavily satir 
izcd by Moliere in his LTmpromptu de Versailles and ordered from the stage 
because of his artificiality by the eccentric Cyrano de Bergerac 

While Montfleury was ranting tragic verse at the Hotel de Bourgogne and 
the comedian Jodclet was providing the city with farce at the Marais, Moliere was 
mastering the essentials of acting with the theatrical Bejart family Years of 
hard apprenticeship in Pans and in the provinces with this troupe, L’lllustrc Theatre, 
and careful study of Italian comedy perfected Moliere’s literary and histrionic 
talents In 1658 he triumphed before Louis XIV At the Petit Bourbon and 
later at Richelieu’s old Palais Royal his company became the first troupe of France 

Apart from the tremendous interest and controv ersy aroused by Mohere’s 
many plays, people flocked to see the excellent ensemble acting of his group 
In addition to the skillful artistry of Moliere himself, they could sec Charles 
Varlet La Grange (1639 1692), the tnvaluable record keeper, playing young losers, 
Phil be rt Gassot Du Croisy (1626-1695) creating Tartuffe, the intelligent Madeleine 
Bqart (1618 1672), the lovely Armande Bejart (1640 1700), who became Mohcre’s 
wife, and later the talented young Michel Baron A contemporary noted of 
the performance of L’Ecole des femmes “Never was a comedy so well performed 
or with so much art Each actor knows how many steps he has to take, and his 
every glance is counted ” The Impromptu at Versailles, in which Moliere satirized 
the actors of the competing Hotel de Bourgogne, with the exception of the ex 
cellent Flondor (Josias de Soulas, 1608-1671), preserves for us Moliere as regtsseur, 
instructing his company, warning them against the excessive and unnatural, stress 
ing the ability of the actors to present characters quite opposed to their own 
personality, and outlining the Iitde details with which they could build their 
characterizations 

His protege, the vain, handsome Michel Baron, became France’s first great 
tragedian After Moliere’s death he acted at the Hotel de Bourgogne with Mile 
Mane Champsmeslc (1642 1698), who had been trained by Racine Baron was 
the first to break the hold of the artificial and unnatural in tragic acting as 
pracuccd by Montfleury At the height of hts powers in 1691 Baron retired 
from the stage to reappear in 1720 — still the leading natural actor of the day 

In 16S0 Louis XIV created the Theatre Francois by ordering the amalga 
mation of the Bourgogne with the old Moliere troupe, which had been kept 
intact by Armande Moliere and La Grange On the foundation of Moliere 
veteran company the Thfatre Francois commenced the longest conumious history of 
any national theatrical institution France hid what no other country had — 
a permanent company of actors Despite occasional nepotism or squabbles over 
position and power, the Comidte Fran^atse was a house essentially run by actors 
on a democratic basis, with the major actors, the soaltaires, sharing the re 
sponstbihties and the fortunes of the theatre. 

From I6S0 to the French Revolution the story of acting in France is the 
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story of the Comedte Fratigatse Every actor of importance made his mark in 
the Comiiie , every histrionic contribution could be traced to its portals Stability 
and a continuous tradition had disadvantages as well as advantages A particular 
style, whether good or bad, could be perpetuated, innovation had to struggle for 
acceptance Yet the Comedte, mindful of its critical audiences, set a standard 
that made it the theatre par excellence 

Michel Baron’s reformation of tragic acting vanished with his retirement in 
1691, and Pierre Trochon de Beaubourg (c 1662 1725), who succeeded to hts 
roles, revived the turgidity of Mondory and Montfleury Beaubourg’s leading lady 
was Mile Duclos (Mane Anne de Chateauneuf, 1668 1 736), who substituted ex 
aggeration for the tragic power of her teacher, Mile Champmeste Chanting 
declamation characterized tragic acting in France as it did in England during 
the eighteenth century Beaubourg’s excesses were eventually replaced by the 
overrefined manner of Abraham Alexis Qumault Dufresne (1693 1767), whom 
Clairon said succeeded because of the extreme beauty of his person and his voice ’ 

To the hothouse atmosphere of the Comfdte with its resplendent, inaccurate 
costumes and its finely intoned declamations that had little meaning or point 
beyond their show of skill, Adrienne Lecouvreur (1692 1730) brought in 1717 
a personal, brilliant artistry based, in the eyes of contemporaries, on nature 
Like Baron, who came out of retirement to act with her, Lecouvreur was eulogized 
for introducing simple, noble, natural speech and banishing chanting In one of 
her rare statements about her art, she wrote a friend “You say that you would like 
me to teach you the art of declamation of which you stand in need You ha\e 
forgotten that I do not declaim The simplicity of my acting is my one poor 
merit, but this simplicity, which chance has turned to my advantage, appears to 
me indispensable to a man in your profession The first requisite is intelligence, 
and that you have, the next, to allow beneficent nature to do her work To speak 
with grace, nobility and simplicity, and to reserve all your energies for an argu 
ment, are what you will say and do better than any man ” Voltaire penned 
an address spoken at the Theatre on the occasion of her death in which he wrote 
that she ‘almost invented the art of speaking to the heart, and of showing feeling 
and truth where formerly had been shown little but artificiality and declamation 
This great actress, like others before her, was buried at night without services 

Contemporary contrasts of Baron and Lecouvreur suggest that Baron was 
the Macklin of his day and Lecouvreur the Garrick Baron was the originator 
who pushed farthest toward natural acting, Lecouvreur tempered style and 
declamation with human warmth and emotion It was written of her 4 She avoided 
the swellings, but sfie never descended below the grandeur of the heroic. She 
was simple, if you wish, because nature has something easy which approaches 
simplicity, but not simple like Baron The basis of her playing was natural, 
she rejected all that could appear exaggerated, affected, ambitious, but she did 
not refuse it a certain ornament capable of rendering action more brilliant and 
more majestic.. .” 

Admiration for Lecouvreur, who acted in Voltaire’s (1694 1778) tragedies, 
may have stimulated him (as did his stay in England) to propel French actors 
of the mid-eighteenth century toward a more fiery style, one that had ‘the devil 
in the flesh” \le dtable au corps ) To his activities the Theatre owed not only its 
higher standards, the removal of spectators from the stage, and the improved 
status of actors, but also three brilliant players Not a litde of the impetuosity 
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of Mile Mane Frangotse Dumesnil who played in his tragedies, was the . 
of his training Descriptions of her remind one of Kean ‘Her play is good 
where she had to show passion and fury ’ Her passionate emotionalism was se 
advantage in the new lachrymose drama {la comidie larmoyante) of La Cha 
and others 

If Dumesnil had Voltaire’s "le dtable an corps' Mile Clairon had the m; 
and the polish which Voltaire also inculcated While Dumesnil left all to 
perament and to natural inclination, with the cry that dramatic art was re 
Clairon, insisting on the fiction of art, arranged her effects by conscious 
and technique Mile Gaussin (1711 1767), an older tragedienne predicted 
Clairon ' will become a great actress, but she will never make anyone cry 

The third celebrated artist formed under the influence of Voltaire «a 
great Lekam (Henri Lotus Cain, 1728-1778) Tutored by Voltaire from hts y 
Lekain labored with tenacious perseverance to master the art of acting In 
skill, m judicious silences as well as m reformation of costuming, Lekain 
saged the day of Talma, whose tribute to Lekam appears in the following p 
Yet Lekain belonged m his own era — the finest exponent of the Voltaire schi 

The middle of the eighteenth century saw the Comcdie at its hci; 
Dumesnil, Clairon, and Lekain in tragedy, Francois Rene Mole (1734 180i 
pathetic sentimental comedy, Preville (Pierre Louis Dubus), 1721 1799), th 
igmal creator of Beaumarchais’ Figaro, with his human, witty, comic art, 
Mile Marie Anne Botot Dangcville (1714 1796) as the charming soubrette 
1778 when Voltaire was crowned at the Thiatre, the atmosphere was chan 
the old actors were retiring, court intrigue and royal censorship were usu 
the democratic rights of the Comidtc actors and writers The social corru 
which led to the Revolution was felt in the Comedie Franqaise 

Frangois Joseph Talma, the next great actor to emerge from the hi 
Thiatre, was a revolutionary in politics and art Influenced by English s 
and Shakespearean romanticism, he came to the theatre with ideals of hi 
characterization A product of the School of Elocution (later the Conservat 
established to train the future actors of the Comidie Talmas first tnumph 
in Joseph Cheniers republican play Charles IX After struggling with son 
the reactionary sociitaires, Talma led a revolt from the Theatre Francois an 
tablished a theatre of his own, where amidst political chaos he carried ou 
reforms in costuming and staging In 1799 French theatrical unity was res 
by the reunion of the Comedie Franqaise and Talma troupe Under Napoleoi 
friend and admirer, Talma’s mature artistry prospered, but the actor who vv 
have been the perfect romantic player died before French romanticism prod 
a play worthy of him His theatrical reforms and his intense, truthful a 
were wasted on outmoded dramas, he died regretting that he had never 
a real human being to portray 

Romanticism in the theatre entered with eclat in 1830 in the productic 
Victor Hugo’s Hernam Sensational as the first performance was, with its 
eccentrically clad audience of romantic poets, the play itself was performed s 
what reluctantly by old line players like Mile Mars (Ann Frangoisc Hyp] 
Bouter, 1779 1847), who, until the age of sixty, remained an ingenue Thi 
mantics, despite all the clamor, did not revolutionize the Theatre Franqats It 
the pat, well made prose comedies and dramas of the vaudeville writer Eu 
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Scribe that were played most frequently in the first half of the nineteenth 
century In the type of play which Scribe originated, the character actors Joseph 
Isidore Samson and Francois Joseph Regmer (1807 1885) perfected a refined 
manner reflecting middle-class life 

The title role in Scribe’s historical drama Adrienne Lecouvrenr, written with 
Gabriel Legouve, will long be remembered as the creation of the unique Rachel 
(Eliza Felix, 1821 1858) A street singer in her impo\erished youth, she became 
the reigning queen at the Comedie Frangaise for fifteen years Trained by Samson, 
an excellent teacher to whom she returned again and again for guidance, Rachel 
revived the classical repertoire of the Comedie Her eloquent diction, her mag 
nificent grace, and her penetrating interpretations, especially of the heroines of 
Racine, marked her as the greatest actress of the French stage George Henry 
Lewes, the English actor and critic, eulogized her in these words Rachel was 
a panther of the stage, with a panther’s terrible beauty and undulating grace she 
moved, and stood, glared and sprang There always seemed something not human 
about her She seemed made of different clay from her fellows — beautiful but 
not lovable Those who never saw Edmund Kean may form a very good 
conception of him if they have seen Rachel She was very much as a woman what 
he was as a man If he was a lion, she was a panther Lewes’ description is 
only one of many stirring tributes to Rachel’s magnificent subtle artistry Her 
contemporaries, the poets and dramatists Alfred de Musset, Theophile Gautier, 
Gabriel Legouve, all wrote of her power and brilliance Rachel herself has left 
no detailed record of her artistic methods On her deathbed, however, she sum 
manzed her credo in these brief words In studying for the stage, take my 
word for it, declamation and gesture are of little avail You have to think 
and weep ” 

During the nineteenth century new theatres arose to challenge the mono 
lithic Comedie At the Odion which became the second government theatre, 
and at the Boulevard theatres, like the Porte Saint Martin, the romantic and melo- 
dramatic plays of Hugo and Dumas pere were performed by actresses like Mile 
George (Marguerite Josephine Weimer, 1787 1868) and Mile Mane Dorval (Mane 
Thomase Amelie Delaunay, 1798 1849) Bocage (Pierre Martinien Tousez, 1801 
1862) played the passionate heroes Eduard Devrient, the German actor, described 
Bocage’s intense naturalness even in the handling of the * furniture of the scene ’’ 
Frederic Lemaitre (1800 1876) was, however, the romantic actor par excellence Un 
like the ComSdte actors, who limited themselves to particular roles, Lemaitre was 
exceedingly versatile Having failed the Conservatoire examinations, he trained 
hwnself Vftth the pantomime players immortalized by Jean Baptiste Gaspatd Deborau 
(1796-1846), who was the Pierrot at the Theatre des Funambules At the Ambigti 
Comtqtte Lemaitre created the famous role of Robert Macaire in the melodrama 
L'Auberge des Adrets From that time he was the most popular actor in Pans, 
playing in the dramas of the Romantics Victor Hugo, in whose plays Lemaitre 
had triumphed, paid tribute to the actor m these words spoken at the death of 
Lemaitre ‘There is in the history of the stage a line, a family as it were, of 
mighty, unique spirits, who follow each other in succession, and whose privilege 
it is to reveal to the multitude, to bring to life on the stage, the great figures 
created by the poets This proud line begins with Thespis, is continued through 
Roscius, and comes to use in France with Talma In our century Frederic 
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Lemaitre has brilliantly carried on the great succession He is the last of these 
great actors m point of time, the first m honor No actor has ever been his peer, 
because, m the nature of things, none could be his peer. Those others, his prede 
ccssors, represented . what are called Heroes, what are called Gods He, thanks 
to the age in which he was born, was the People was untameable, robust, pathetic, 
stormy, fascinating as the people He was Tragedy and Comedy alike Hence 
his universal power ...” 

The thesis plays of Dumas fils, the passionate morality of Emile Augier, and the 
dramas of intrigue and historical pageantry of Victonen Sardou constituted the 
theatrical fare m the middle of the nineteenth century With them are associated 
the great idols of the French stage Sarah Bernhardt, from her first successes at 
the Odcon in the romantic dramas of Hugo and Coppee in the 1860’s until World 
War I, was undisputed queen of the French stage. Her personal beauty and 
magnetism, her magnificent voix d or, and her calculated technique intrigued 
international audiences From 1860 to 1909 Coquelin ame breathed life into 
the great French comic tradiuon, playing the valets de Moltere, Beaumarchais’ 
Figaro, and reincarnating Cyrano de Bergerac in Rostand’s play Like Bernhardt 
he was in and out of the Comtdic Franqaxse, touring widely and directing his own 
theatres On Coquelin’s death, Lucien Guitry, who played his first successes 
at the Theatre de la Renaissance and was famed for studied restraint, inherited the 
mantle of France’s most versatile actor The comic brilliance of Gabnelle Rejane 
(1857 1920) and the tragic nobility of Jean Mounet-Sully (18411916), like the 
artistry of Bernhardt and Coquehn, stemmed from both the traditionalism of the 
Comidte Fran^aise and the commercialism of the Boulevard theatres 

These idols had little to offer the followers of Ibsen and Zola who wanted 
to free the theatre from artificiality, no matter how brilliant, to make it a 
scientific instrument and a social tribune How Andre Antoine, an unknown 
clerk in a gas company, created a theatre to answer these new revolutionary 
needs has often been told Drawing his ideas from the lambeau d existence of Zola, 
the synthesis of Wagner and the ensemble of the Duke of Saxe Memingen, Antoine 
pioneered the first great experimental theatre at the turn of the century In 
addition to giving a home to the naturalistic plays of Zola and Hauptmann, the 
reformist dramas of Bncux, and the psychological plays of Francois de Curd, 
he brought a “slice of life” — real and frequendy sordid life — onto the stage 
He broke completely with the declamatory tradition of French histrionics, the 
fiVtttttnr of the theitnz war rejected set fitmr of absolute fidelity to fife— low twicer, 
colloquial tones, turned backs and complete loss of self m the characterization With 
Antoine, naturalism found its theatrical expression 

The Theatre Libre inspired movements in France and throughout the world, 
but some of the groups that took heart from Antoine’s success, such as Paul 
Fort’s Theatre d’Art, opposed naturalism with symbolist ideals drawn from 
Mallarme and Verlaine It is curious that almost hand in hand with the triumph 
of naturalism, in France as elsewhere, went the growth of poetic, formalistic, 
and obviously “theatrical” theatres Aurelie Francois LugnePoe, (1869 ), an 

actor from Antoine’s company, together with the symbolist dramatist Maeterlinck, 
took over the work of the Thiatre d Art, when they founded the Theatre de 
l Oeuvre to produce those non naturalistic, $) mbolic works of such great natural 
ists as Ibsen and Hauptmann, as well as the plays of Leo Tolstoy, D’Annunzio, 
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ngc, and Kaiser, providing an artistic theatre dedicated to both the pre war 
d post war experimental artists 

In 1913 Jacques Copeau, dramatist and critic, inculcated his disciples, among 
cm Louis Jouvet and Charles Dullin, with the necessity of restoring beauty 
the theatre In the spirit of Moherc, he created the Tkiatre dtt Vieux Colombier 
1921 Dullin (1885 ) organized the Atelier devoted to ‘pure theatre’ where 

gave eclectic productions, in addition to introducing Pirandello to the Trench 
ige Louis Jouvet went from the Vtetix Colombier to direct, act, and design 
e plays of Jules Remains, Jean Giraudoux and others at the Comedie des Champs 
ysees and later at his own Theatre Athinee 
Gaston Baty (1885 ), influenced by the work of Russian and German 

novators, created a theatre of devices in which actors and writers were sub 
dinated to the managers imaginative control Baty, Jouvet, and Dullin, to 
ther with Georges Pitoeff (1896 1939), who produced and acted Pirandello, 
law, and Andreyev, formed a Cartel des Quatre in 1926 to consolidate their com 
on ideals and aspirations m opposition to the commercial theatres 

Among more recent innovators is Jean Cocteau, who gave expression to 
ench surrealism in his plays and productions The most interesting of the 
unger actor directors working currendy on the French stage is Jean Louis Barrault 
-mmiscent of the commedia dell’ arte actors, who stand behind the Moliere 
adition, Barrault plays as much with his body as with his intellect American 
idiences have seen his excellent pantomimic art in the film Children of Paradise 
Pans at his own Theatre Mangny and as guest director at the Comedie Fran faisc, 
irrault has played Claudel and Camus, and was especially lauded for his 
rformance of Hamlet in Andre Gide’s translation 
To their stage activities most of these contemporary French players have 
Ided film work With actors like Raimu, Fernandcl, Franfoise Rosay, Pierre 
lanchar, Michel Simon, and Pierre Fresnay, they have been seen and admired 
the artistic, adult films which France has given the world 
Tradition and revolt shaped the pattern of the French stage Innovators 
ive broken with the classical Comedie Francaise They have started theatres of 
leir own, later they have turned to the films Eventually, however, the fresh 
lint of revolt has been absorbed by the traditional Comedie and the Odeon For 
cample, Antoine and his disciple, Firmin Gemier, became directors of the 
deon and by 1936 Dullin, Baty, Jouvet, and Jacques Copeau, the symbol of 
volt, were appointed stage directors of the House of Moliere Each generation 
i the French theatre enriches the present by repossessing the past. 

Frantbi -KSara wfc tijfKil GiLLvl satawal'/of have. hoto. bxui ami ukiamUkc 
rout their art From Moliere s Impromptu through the writings of Clairon, 
umesnil. Talma, Coquelm, Jouvet, and Barrault, they have discussed acting 
lth insight and imagination The classical quality of the spoken word in French 
ramatic art has undoubtedly sharpened the actors’ consciousness of the prob- 
m of nature and artifice m acting The dichotomy between natural emotional 
spression and controlled artistry and the dualism of the actor as creator and 
eation have probably been expressed best m the words of the great French 
tors It is noteworthy that France is the home of the extreme emotionalist 
titude, stated in Saintc Albinc’s Le Comedten, and of the most absolute state 
lent of the anti-emotionalist position, voiced by Denis Diderot in Le Paradoxe 
tr le comfdten 
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THE COMEDIANS OF THE HOTEL DE BOURGOGNE 

The H6tel de Bourgogne, the first theatre in Pans, was the home o £ the three 
celebrated farceurs, Gros Guillaume (Robert Guerin, d 1634), Gaultier Garguille 
(Hughes Gueru, 1573 1633) and Turlupin (Henri Lagrand, 1587 1637). In sen 
ous plays they were known as Lafleur, Flechellcs, and Belleville. Gros-Guillaume had 
directed a troupe of his own at the Hotel de Bourgogne shortly before the celebrated 
Gclost company possessed the theatre m 1604 Later these three actors became 
part of Valleran Lccomte’s company, which in 1610 established itself at the Hotel 
de Bourgogne They were the major attraction of this first important native com 
pany in Paris 

Although the Lecomte group performed the many plays written for them by 
Alexandre Hardy, they specialized in popular farces The playing of comedians 
at the Hotel de Bourgogne and the antics of entertainers and mountebanks at fairs 
was not dearly differentiated In their farcical art all of them had dear antecedents 
m the medieval softies Their style was coarse, exaggerated, robust and, above all, 
extremely popular 

Gros Guillaume, the oldest of the three comedians, was, as his comic name ira 
plies, enormously fat. His costume emphasized his girth A master of grotesque 
ridicule, he would cover his face with flour which he would blow at lus fellow 
players Turlupin, red haired and handsome, wore a mask like the commedta 
dell arte comedians He played the comic servant or valet beloved on both the 
Trench and Italian stages Gaultier-Garguille, a thin mimicking player, wore a 
beard, a mask topped by grey hair, spectacles that had no lenses, and black clothes 
These three farceurs , who bridged the transition from roving comics and mountc 
banks to established professional actors, were the most popular Trench artists in 
the early part of the seventeenth century 


Three Farceurs 

How magnificent is this stage. 

How inventive arc these actors I 

And what preservative against melancholy! 

There they stand in a droll posture 
Deriding the bad times, 

And charm all the listeners 
With a single word 


Here the ingenious Guillaume, 

Mimicking a courtier. 

Tucked up like a tennis player. 

Amuses himself with abusing love 

Imcr f>non» from Picture Reprrtentms Performance at UStel it Bourgogne* (c. KtO) quo rd 
in Karl Manrcio* A llntory of Tbetlrtetl Art or Ancient ntS MoJrrn Trnti transited by Lotmc 
von CoucL New York Peter Smith 1917, Volume II, The M idle Agei and the Rena turner, p. 197 

[ 153 ] 



ACTORS ON ACTING 

Here Turlupin in his awkward way 
Tries to pick a pocket, 

And the Spaniard for fear of the shock 

Flics from the Frenchman who is looking at him 

But the true Gaultier surpasses them 
And in spite of the rigor of fate 
He makes us laugh after his death 
At the recollection of his grimace 

MOUERE 

(1622 1673) 

It is not mere reverence which has dubbed the Thfatre Francois the House of 
Mohcre The French theatre owes more of its inspiration and excellence to Mohere 
than to any other single person Of his literary creativeness which brought to the 
growing French stage a gallery of magnificent characters penetrating social in 
sight and high comic artistry this is not the place to speak His contributions to 
histrionic art and to stage practice atone would earn him an important position in 
the history of French theatre 

Mollfcre born Jean Baptiste Poquelin was the son of an upholsterer attached to 
the court of Louis XIII Although he praciccd his fathers work for a time Moliirc 
received a good education at the College dc Clermont where he was befriended 
by such people as the Prince de Conti and the poet Cyrano de Bergerac He studied 
law, but he had long loved the theatre and eventually became part of an amateur 
group called Les Enfants dc Famille the theatre of the Bfjart family Under 
Denys Beys and the comedian Du Parc, called Gros Rcnf, the group tried to 
establish itself professionally using the name Llllustre Theatre After vain attempts 
to capture the theatrical audience of Pans where Moliere (who had now changed his 
name in order not to disgrace his parents) made his debut in 1644, the group went 
to the provinces During twelve years of struggle on the road Mohcre played 
heroic parts which were not his forte Most important, however, these years brought 
Moliere forth as a comic writer and actor of great originality In his early work he 
was strongly influenced by the Italian commcdia dell arte Tibeno Ftorilli the 
creator of Scaramouche was said to have been Moliere s model and teacher 

By 1658 the Mohere group (for he had assumed the artistic leadership of 
the company) was brought to pfay before the court of Louts XIV The actors 
captivated the brilliant audience with Mohcre s brief farce Lc Me dean amoureux 
Their performance won them the right to share the use of the theatre m the Pet t 
Bourbon with an Italian company and the privilege of calling themselves the 
Troupe de Monsieur after the Kings brother 

Then followed the years of triumph first at the Petit Bourbon then at the 
Palais Royal Richelieu s extravagant theatre which had fallen into disuse Success 
was not realized without struggle and controversy Moliere s marriage to the 
charming beautiful young Armande Bqart who created the delightful young 
women in his plays, caused him suffering through jealousy and gossip Armande 
was the younger sister of Madeleine Bejart the intelligent actress manager who 
had been Moliere s mistress in the early days olLIllustre Thfatre Mohere s enemies 
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particularly Montfleury of the Bourgogne, circulated stones to the effect that Ar- 
mande was Madeleine's daughter Mohere’s penetrating attacks on the faults of the 
aristocracy and agamst hypocrisy earned him much ill will The prosperity of 
his company, which in 1665 was under the King’s direct protection, aggravated 
the enmity of the actors of the H6tel de Bourgogne 

A war of the two theatres originated with the tremendous success of Mohere’s 
L'Eeole des femmes m 1662 The attacks made upon this play caused Mohere to 
strike back in Critique de l' Ecole des femmes But the fight had just begun The 
Hotel de Bourgogne retaliated with The Painter's Portrait or Counter-critique of the 
School of Wives At the request of the King, Mohere dramatically flayed his 
cntics in Lflmpromptu de Versailles in 1663 

This little play, seen m its context as part of a battle between the Hotel de 
Bourgogne and the King’s Troupe of Mohere, reveals Mohere’s activities as a 
director in addition to indicating his criticism of the bombastic style of the Bottr 
gogne actors The dramatis personae of the Impromptu are the actual members 
of Mohere’s company, and the success of the piece depended in part on Mohere’s 
wonderful ability to mimic the Bond manner of the rival actors In his earlier 
play Les Prtcicuscs ridicules Mohere had indicated the faults of the Bourgogne 
tragedians in these sarcastic lines “ ..they alone are capable of doing justice 
to plays; the rest are ignorant persons who reate their parts just as they talk, 
and do not know how to make the verses tell, or to pause at a fine passage, how 
can people know the fine passages if the actor does not emphasize them, and 
thereby indicate that a burst of applause is expected?” Mohere’s emphasis on natural 
delivery led him, Karl Mantzius pointed out, to develop a "system of notation’ 
to train his pupils in proper accentuation Baron especially is said to have utilized 
Mohere’s method in perfecting the natural speech for which he became celebrated 
Although the Impromptu was Mohere’s last blow in the controversy, the 
Bourgogne actors continued their attacks Their LTmpromptu de l Hotel de Condi, 
written by the son of Montfleury, who had been the target of Mohere’s attack on the 
Bourgogne, caricatured Mohere’s failure as a tragic actor The sorties conunued, 
but they did not change the theatrical scene The Bourgogne remained the house 
of tragedy, Moherc’s Palais Royal the home of comedy, and the old Marais Theatre 
trailed along as best it could 

Mohere went on with the controversial Tartu ffe, Don Juan, Le Misanthrope, 
L'Avare, Les Femmes savantes, and Le Malade imagtnatre During a performance 
of the hypochondriac in the latter play, Mohere had a seizure and died a few hours 
later Victim of the common fate of French actors, this great artist was buried at 
night with meager religious service But thousands walked by torchlight to ac 
company the beloved comedian to hts grave 

The Impromptu at Versailles 

Mlle. Bejart . .since you were ordered to work on the subject of the criticism 
that is passed on you, why not write that comedy of actors that )ou have talked 
about so long? 1 It was a readymade nouon, and would have come quite pat, 

the Impromptu at Versailles (1 66)) m The Dramatic Works of hlohere, rendered into English 
by Hcnn Van Laun. Edinburgh William Paterson, 1871, Volume II, pp 100 106 

'See L Ecole des Femmes in which (he character Dorante suggests It would be amusing to 
put them Jihe actors] on the stage, with their learned antics and ridiculous refinements 
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the more so, as, having undertaken to delineate you [in The Painter’s Portrait ] 
they gave you an opportunity to delineate them, it might have been called their 
portrait, far more justly than all their productipns can be called yours For, to 
try to mimic a comedian in & comic part is not to describe himself, but only 
after him the characters he represents, and making use of the same touches, 
and the same hues which he is obliged to employ m the various ridiculous 
characters that he draws from nature But to mimic an actor in serious parts 
is to describe him by faults which are entirely his own, since characters of this 
kind do not carry either the gestures or ridiculous tones by which the actor is 
recognized 

Moliere It is true, but I have my reasons for not doing it, between ourselves, 
I do not think it would be worth the trouble, and, besides, I should want 
more time to work out the idea As their days for acting are the same as 
our own , 2 * I have hardly seen them three or four times since we have been 
in Paris, I have caught nothing of their style of delivery, but what was at once 
apparent to the eye, I should have to study them more, to make my portraits 
very like them * 

Mixe Duparc I must say I have recognized some of them in your imitations 

• • • * 

Mlle Debrie Give me a specimen as you have given it to others 

Moliere We have no time now 

Mlle Debrie Just a word or twol 

Moliere I thought of a comedy in which there should have been a poet, whose 
part I would have taken myself, coming to offer a piece to a strolling company 
fresh from the provinces Have you actors and actresses,’ he was to say, 
‘capable of doing justice to a play? For my play is a play . . ‘Oh sir,” the 
comedians were to answer, ‘ we have ladies and gentlemen who have passed 
muster wherever we have been” “And who plays the kings amongst you?’ 
‘ There is an actor who sometimes undertakes it ” ' Who? That well made 
young man ? Surely you jest You want a king who is very fat, and as big 
as four men A king, by Jove, well stuffed out A king of vast circumference, 
who could fill a throne handsomely 4 Only fancy a well made king! There is one 
great fault to begin with, but let me hear him recite a dozen lines ” Then the 
actor should repeat for example, some lines of the king in Ntcomide in the 
most natural manner he could Then the poet — ‘ What ? Call you that re 
citing? You are joking You should say things with an emphasis Listen to me ” 
[He imitates Montfleury] ‘ Do you see this attitude? Observe that well There, 
lay the proper stress on the last line, that is what elicits approbation, and makes 
the public applaud you ” * But, sir,” the actor was to answer, * methinks a 
King who is conversing alone with the captain of his guards talks a little more 
mildly, and hardly uses this demoniacal tone ’ ‘ You do not understand it. Go 
and speak in your way, and see if you get an atom of applause ' On which an 


2 Tbe comedians of the Hotel it Bourgogne played on the same days as Mohere* company, 
Tuesdays Fridays, and Sundays 

a Thc Bourgogne, which had been satirizing Mohere, had had no better opportunity of studying 
him than he of studying them 

4 An alius on to Montfleury who was very stout and of whom one of bus contemporaries said 
* He is so fat, that at takes several days to give him a sound beating ” 
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actor and actress should have played a scene together — that of Camilla and 
Curiattus [Corneille’s Les Horaces ] .like the other, as naturally as they could 
And the poet would break out You are joking, that is good for nothing 
This is how to recite it' [Imitating Mme de Beauchateau, an actress of the 
Hotel de de Bourgogne ] * See how natural and impassioned this is Admire the 
smiling face she maintains m the deepest affliction ’ There, that was my idea, 
and my poet should have run through all the actors in the same manner 

Mlle Debrie I like the notion, and I recognized some of them by the 
\ery first lines Do go on 

Moliere [Imitating Beauchateau m some lines from the Cid\ “Pierced to the 
center of my heart .’ And do you know this man ? [Imitating Hauteroche, 
a comedian of the Hotel de Bourgogne] 

Mlle Debrie I think I know him a little 

Moueres And this one? [Imitating de Vdliers, another comedian] . . . 

Mlle Debrie Yes, I know who he is, but I fancy there are some amongst 
them whom you would find it hard to mimic 

Moliere Good Heavens 1 there is not one that cannot be had somewhere, if I 
had studied them well 5 But you make me lose precious time. As to you 
Mademoiselle 

Mlle Dupvrc Nay, as to me, I shall act wretchedly, 1 do not know why you 
ha\e given me this ceremonious part. 

Moliere Good Heavens* Mademoiselle, that is what you said when you had 
your part in The School for Wives Criticized, yet you acquitted yourself ad 
mirably, and everyone agreed that it could not be better done Believe me, this 
wall be the same, you will play it better than you think 

Mlle Duparc How can that be? There is no one in the world less ceremonious 
than I 

Moliere True, and that is how you prove yourself to be an excellent actress, 
representing well a character which is opposed to your mood Try then, all 
of you, to catch the spirit of your parts anght, and to imagine that you are 
what you represent [To Du Croisy] \ou play a poet, and you ought to be 
taken up with your part, to mark the pedantic air which is maintained amidst 
the converse of the fashionable world, that sententious voice and precision of 
pronunciation, dwelling on every syllable, and not letting a letter drop from 
the strictest spelling [To Brecourt] As for you, you play a courtier, as you 
have already done in The School for Wit es Criticized, that is, you must assume 
a sedate an, and a natural tone of voice, and gesticulate as little as possible 
[To La Grange] As for you, I have nothing to say to you [To Mademoiselle 
Bqart] You represent one of those women who, provided they are not making 
love, think everything dse is permitted to them, who are always proudly en 
trenched in their prudery, looking up and down on everyone, holding all the 
good qualities that others possess as nothing in comparison with a miserable 
honor which no one cares about Keep this character always before your eyes, 
that you may show all its tricks [To Mademoiselle Debrie] As for you, you 
play one of those women who think they are the most virtuous persons in the 
world, so long as they save appearances, who believe that the sin lies only in 

5 The only actor of the HSitl de Bourgogne -whom Moliere does cot mutate is Flondor, who 
was an excellent actor 
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the scandal, who would quietly carry on their intrigues in the style of an 
honorable attachment, and call those friends whom others call lovers [To 
Mademoiselle Mohere] You play the same character as in The School for Wives 
Criticized and I have nothing more to say to you than to Mademoiselle Duparc, 
[To Mademoiselle Du Crotsy] As for you, you represent one of those people 
who are sweetly charitable to every one, who always give a passing sting with 
their tongues, and who would be very sorry if the) let their neighbors be well 
spoken of I believe you will not acquit yourself badly in this part [To Made 
moiselle Herve] For you you are the maid of the preaeuse who is always 
putting her spoke into the conversation and picks up all her mistress s ex 
pressions, as well as she can I tell you all your characters, that you may impress 
them strongly on your minds Let us now begin to rehearse, and see how it 
will do 


MICHEL BARON 

(1653 1729) 


The most celebrated of Mohere s disciples was Frances first great tragic artist, 
Michel Baron Baron was the child of actors who had been in Mondory s company 
at the Marais Orphaned at an early age, Baron became a member of a company 
called Little Actors of the Dauphin started by Raisin, inventor of the mechanical 
spinet Baron became the star of the childrens players when the group was con 
tinued by the widow Raisin In 1666 they appeared at Mohere s theatre, the Palais 
Royal where Mohere first became interested in the young Baron and trained him in 
the principles of natural acting which he advocated 

In 1670, after Baron had been in the provinces Mohere invited the young 
Baron to return to his troupe, and he was soon given a share in the company 
Although his forte was tragedy at Mohere s death he studied comic parts m an 
effort to keep the theatre going The next season however, he left the Mohere troupe 
— then in the hands of La Grange — to join the Hotel de Bourgogne which was the 
undisputed house of tragedy 

At the Bourgogne he became the greatest actor of the French stage He sue 
needed in dislodging the singsong bombast or overly sweet recitative with his 
natural speech and human emoUon, in accordance with the ideals of Mohere At 
the Bourgogne he played opposite the celebrated Mile Marie Champmesle, who 
was trained’ 6y ivacine Amtseu 

Baron was an extraordinardy vain and erratic person At the height of his fame, 
in 1691, he retired from the stage His personal triumphs did not influence fellow 
actors, for after his departure from the stage, bombast returned with his suc- 
cessor Beaubourg and artificial over refinement with Quinault Dufresne A revival 
of ratural acting came with the first successes of Adrienne Lecouvreur in 1717 
Possibly awakened by her example, Baron after thirty years retirement, returned 
to the stage to play opposite her In spite of his long inactivity, Baron did not 
appear oiu fashioned He w«*s once again the foremost natural player of his time 
Charles Colle, writing of Baron in his Journal histortque said Before he entered 
the stage he used to work himself up by soliloquizing or whispering to the actor 
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entering with him, and by this means he was the character he represented from the 
very hrst words he uttered." 

The new style* ot acung seen in Baron's performances was the constant Lnk. 
of the Parisian stage, lhis is apparent in the toUowmg letter ot Luigi Kiccoooms. 
wife, Elena, who was called tne Isabella Andremi or her time and was aiso a 
talented authoress In speech and gesture, as well as in the portrayal ot emouons, 
Baron n as a thorougngoing reiormer. He once declared ' 1 he ruies prombit 
the lifting of the arms above the head, but if passion carries them there it is right 
Passion knows better than the rules." 

Contemporary accounts intimate that he sometimes went beyond the decorum 
deemed necessary in poeuc tragedy. One contemporary, quoted by Georges Monval 
in Letties ae Adrienne Lecouvreur, described barons art as an attempt to 'reduce 
the gravity of the cothurnus and the majesty ot kings, to bring tnem near uie 
ordinary usage ot other men, to render tnem... a litue more popuiar, to remove 
trom voice, gesture, and pronunciation, a certain magnmcence tnat one may suppose 
in the personage ot kings...." In tnis endeavor to bring high trageuy Wiuun 
the compass ot contemporary human emotion, baron anticipated lamia and tne 
actors ot the nineteenth century. 


My Opinion of Michel Baron 

by Elena Riccobom 

To the honor you have shown me in asking my opinion about the manner of 
M Baron, now that he has reappeared on the stage, I reply by letter, first of all 
in order to prevent all the concocuons, which in such cases are produced in Pans, 
and the accusations of saying what I have not said, and secondly in order to be in 
structed by your profound knowledge in a question in which I might easily be 
mistaken I confess that when, before he had appeared on the stage, one part ot the 
Parisian public wanted him to be hissed, the other to be violently applauded, some 
asserting chat he would not please with his old manner, others that he would gam 
the highest approval, I confess, I say, that 1 conceived the most ardent desire to 
hear this excellent man. But when, after the first day of his appearance before the 
public, I learned that he did not follow the present manner, or resume his earlier 
manner, but introduced an enurely new one, not hitherto known on your tragic 
stage, that is to say that he speaks and does not declaim, then my desire to become 
acquainted with him increased. At last I found for once an opportunity of leaving 
my occupaUons 

In my opinion M Baron, generally speaking, is an excellent actor. He always 
listens to his fellow actors, a thing to which actors, as a rule, pay litde heed, and his 
attenuon is accompanied by such movements of face and body as are required by 
the nature of the speeches to which he listens When speaking, his talk is real 
conversauon For instance, in Polycttctc, where he speaks of the first persecution 
of the Christians, or in Les Horaces, the first scene with Curiatms, which is nothing 
but a friendly interchange of polite speeches, he conversed with the most delicate 

EUcn Riccobom Letter to AbM Conti, quoted by Kid Mantzius A Hnloty of Tbetlri 
cal Art tn Ancient end Modern Timet New York Peter Smith, 1937, Volume IV, Moliere *od hn 
Times, The Theatre in France in the Seventeenth Century, pp 240 243 
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naturalness, without falling into any excesses, either of exaggeration to sublimity 
or of too realistic imitation 

For the rest — be it said with all the respect due to the reputation of so great a 
man — I certainly always thought the style of M Baron true and natural, but just 
as nature is not always beautiful, and every truth is not suitable for the stage, so at 
times he does not appear to me to be in harmony with the subject It is indisput 
able that the tragic hero, in so far as he is a human being must not alienate him 
self from nature, but certainly it is also true that the great actions and high lineage 
or position of tragic heroes require a naturally majestic and dignified manner .. 

I have noticed that M Baron frequently changes his bearing and allows him 
self to be carried away by the necessity of laying stress on his verses or the heros 
feelings, or of keeping up a situation, and that on these occasions he declaims like 
the others, and Cries out as loud as he can This necessity makes him appear as an 
actor with different phases, now sublime and now commonplace, which jars on my 
ear, as in the same scene and the same actor I seem to hear a tragic Horace and a 
comic Dorante 

How can it be maintained that Mithndate, in informing his sons of his resolu 
Uon to go to Rome and make war on ns inhabitants, should speak with the same 
nonchalance and the same cool, everyday tone, as if he were idling them of some 
entirdy indifferent matter? This was how Baron did it. 

M Baron says — and with many of his spectators this is a merit — that he tries 
by every means to avoid the rhjme I myself commend him for it, but I cannot 
admit that a tragic actor, in attempting to disguise the rhyme, ought also to do his 
best to efface the verse by levelling it to such a degree, and by adopting the tone 
of the most commonplace talk 

DENIS DIDEROT 

(1713 1784) 

The rising bourgeoisie of France in the eighteenth century found a spokesman 
in the versatile philosopher Denis Diderot Son of a tradesman, he received his 
education at a Jesuit School He led a bohemian life in Paris, supporting himself 
by his pen One of his early writings landed him in prison In 1748 a booksdler 
suggested that Diderot elaborate an English encyclopedia into a larger French work, 
and thus began twenty years in which Diderot labored on the Encyclopedic which 
embodied the most advanced ideas of his day 

Apart from his prodigious work on the Encyclopedic, to which Voltaire and 
Montesquieu contributed, Diderot wrote scientific essays, criticism, philosophy, 
novels, and dramas Ideologically, he was a confirmed materialist and naturalist 
His original plays, although not very successful, established the drame bourgeois 
which anticipated the reforms of the nineteenth century In his criticism he ad 
vocated that classical tragedy be replaced by a serious drama of everyday bourgeois 
life written m prose rather than verse 

Diderot’s ideas on acting, formulated in his celebrated brochure Le Paradoxc 
stir le comedicn ( The Paradox of Acting ) were part of his broader thinking on the 
theatre In a dogmatic manner he insisted that the actor must be devoid of sensi 
bility The genesis of his brochure is interesting and harks back to the emotionalist 
work of Pierre Remond de Sainte Albine, Le Comedicn (1747), which advocated 
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sensibility as an essential of the actor’s art Le Comcdien was translated into English 
{The Actor ) by John Hill, whose work was then re adapted into French by 
Antonio Fabso Sticotu m 1769 as Game ^ on les actettrs Anglais Sucotti's version 
provoked Diderot’s anti-emotionalist pamphlet written in 1773 It is interesting 
to note that Luigi Riccobom’s son, Francesco Antonio Rtccoboni, anticipated 
Diderot’s stand in his L’Art du theatre (1750) Not without influence on Diderot 
was his acquaintance with Garrick when the latter visited Pans in the winter 
of 1764-65. Diderot gready admired Garrick, as did Grimm, Diderot’s literary 
associate They were impressed by Garrick’s ability to sit m a drawing room 
and entertain friends by letting his face run through the gamut of emotions without 
feeling anything himsdf Garrick became for Diderot the prime illustration of his 
principle The monograph on Declamation in Diderot's Encyclopedic, written by 
Jean Francois Marmontel, playwright and lover of Mile Clairon, was said to have 
been based on Garrick’s artistry 

Diderot’s Paradoxe became the source of a longstanding quarrel between the 
emotionalists and anti-emotionalists Toward the end of the nineteenth century 
Henry Irving, representing the emotionalists, and the elder Coquelm, who ranged 
himself with Diderot, continued the dispute Their debate precipitated William 
Archer’s Mas\s or Faces?, a study of emotionalism m acting 

Although the Paradoxe is extreme, it nevertheless is a suggestive work that 
raises and discusses a number of important questions concerning histrionic art. In 
the excerpts which follow, Diderot’s position is represented by the First Speaker 


The Paradox of Acting 

The First 

.. But the important point on which jour author 1 and I are entirely at van 
a nee concerns the qualities above all necessary to a great actor In my view he must 
have a deal of judgment. He must have in himself an unmoved and disinterested 
onlooker He must have, consequendy, penetration and no sensibility, the art of 
mimicking everything, or, which comes to the same thing, the same aptitude for 
every sort of character and part 

The Second 

No sensibility? 

The First 

None I have not yet arranged my ideas logically, and you must let me tell 
them to jou as they come to me, with the same want of order that marks your 
friend’s book If the actor were full, really full, of feeling, how could he play the 
same part twice running wnth the same spirit and success? Full of fire at the first 
performance, he would be worn out and cold as marble at the third But take it 
that he is an attentive mimic and thoughtful disciple of nature, then the first time 

1 The first sketch of the Paradox was addressed a pro pot of Antomo Fabio Sticotti t Garrick, 
ou les acteurs Anglais 


P enis Diderot The Paradox of Acting (c. 1773), translated by Valter Herne* Pollock Lon 
don Chatto Vindus, 1583, pp 6 21, passim , SO 6J passim, 108 
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night, armed with a white sheet on the end of a broomstick, and sending forth from 
its shelter hollow groans to frighten wayfarers 

The First 

Just so, indeed Now with Dumesml it is a different matter she is not like 
Clairon She comes on the stage without knowing what she is going to say, half 
the time she does not know what she is saying but she has one sublime moment. 
And pray, why should the actor be different from the poet, the painter, the orator, 
the musician? It is not in the stress of the first burst that characteristic traits come 
out, it is in moments of stillness and self-command, in moments entirely unexpected 
Who can tell whence these traits have their being? They are a sort of inspiration 
They come when the man of genius is hovering between nature and his sketch 
of it, and keeping a watchful eye on both The beauty of inspiration, the chance hits 
of which his work is full, and of which the sudden appearance startles himself, hate 
an importance, a success, a sureness very different from that belonging to the first 
fling Cool reflection must bring the fury of enthusiasm to its hearings 

The extravagant creature who loses his self-control has no hold on us, this is 
gained by the man who is self controlled The great poets, especially the great 
dramatic poets, keep a keen watch on what is going on, both in the physical and 
the moral world 

They dart on everything which strikes their imagination, they make, as it were, 
a collection of such things And from these collections, made all unconsciously, issue 
the grandest achievements of their work 

Your fiery, extravagant, sensitive fellow, is for ever on the boards, he acts the 
play, but he gets nothing out of it It is in him that the man of genius finds his 
model Great poets, great actors, and, I may add, all great copyists of Nature, in 
whatever art, beings gifted with fine imagination, with broad judgment, with ex 
quisite tact, with a sure touch of taste, are the least sensitive of all creatures They 
are too apt for too many things, too busy with observing, considering, and repro- 
ducing, to have their inmost hearts affected with any liveliness To me such an 
one always has his portfolio spread before him and his pencil in his fingers 

It is we who feel, it is they who watch, study, and give us the result. And then 
well, why should I not say it? Sensibility is by no means the distinguishing 
mark of a great genius He will have, let us say, an abstract love of justice, but he 
will not be moved to temper it with mercy It is the head, not the heart, which 
■hnlVs YT* tiTiA ftiT VlYm ‘at/TOt •tfT^OTeStt.Tl t^ppOWOWAy tflYbt, \Vf£ TTitiTi of HtWfoltfCj' 
will lose it, he will never be a great king, a great minister, a great commander, a 
great advocate, a great physician Fill the front of a theatre with tearful creatures, 
but I will none of them on the boards Think of women, again They are miles 
beyond us in sensibility, there is no sort of comparison between their passion and 
ours But as much as we are below them in action, so much are they below us in 
imitation If a man who is really manly drops a tear, it touches us more nearly 
than a storm of weeping from a woman In the great play, the play of the world, 
the play to which I am constandy recurring, the stage is held by the fiery souls, and 
the pit is filled WTth men of genius The actors are in other words madmen, the 
spectators, whose business it is to paint their madness, are sages And it is they who 
discern with a ready eye the absurditj of the modey crowd, who reproduce it for 
)ou, and who make you laugh both at the unhappy models who have bored you to 
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death and at yourself It is they who watch you, and who give you the mirth mov 
ing picture of the tiresome wretch and of your own anguish m his clutches 

You may prove this to demonstration, and a great actor will decline to acknowl 
edge it, it is his own secret A middling actor or a novice is sure to contradict you 
flatly, and of some others it may be said that they believe they feel, just as it has 
been said of some pious people that they believe they believe, 3nd that without faith 
in the one case and without sensibility in the other there is no health 

This is all very well, you may reply, but what of these touching and sorrowful 
accents that are drawn from the very depth of a mother’s heart and that shake her 
whole being? Are these not the result of true feeling? Are these not the very in 
spiration of despair? Most certainly not The proof is that they are all planned, 
that they are part of a system of declamation, that, raised or lowered by the twen 
tieth part of a quarter of a tone, they would ring false, that they are m subjection 
to a law of unity, that, as m harmony, they are arranged in chords and discords, 
that laborious study is needed to give them completeness, that they are the elements 
necessary to the solving of a given problem, that, to hit the right mark once, they 
have been practiced a hundred times, and that, despite all this practice, they arc 
yet found wanting Look you, before he cries ' Zaire vous pleurez or " Vous y 
ferez ma fille,' the actor has listened over and over again to his own voice At the 
\ery moment when he touches your heart he is listening to his own voice his talent 
depends not, as you think, upon feeling, but upon rendering so exactly the outward 
signs of feeling, that you fall into the trap He has rehearsed to himself every note 
of his passion He has learnt before a mirror every particle of his despair He knows 
exactly when he must produce his handkerchief and shed tears, and you will see 
him weep at the word, at the syllable, he has chosen, not a second sooner or later, 
The broken voice, the half uttered words, the stifled or prolonged notes of agony, 
the trembling limbs, the fainting, the bursts of fury— all this is pure mimicry, les 
sons carefully learned, the grimacing of sorrow, the magnificent aping which the 
actor remembers long after his first study of it, of which he was perfectly conscious 
when he first put it before the public, and which leaves him, luckily for the poet, 
the spectator, and himself, a full freedom of mind Like other gymnastics, it taxes 
only his bodily strength He puts off the sock or the buskin, his voice is gone, he 
is tired, he changes his dress, or he goes to bed, and he feels neither trouble, nor 
sorrow, nor depression, nor weariness of soul All these emotions he has given to 
you The actor is tired, you are unhappy, he has had exertion without feeling, you 
feeling without exertion Were it otherwise the player’s lot would be the most 
wretched on earth but he is not the person he represents, he plays it, and plays it so 
well that you think he is the person, the deception is all on your side, he knows 
well enough that he is not the person 

For diverse modes of feeling arranged in concert to obtain the greatest effect, 
scored orchestrally, played piano and played forte harmonized to make an individ 
uat effect — all that to me is food for laughter I hold to my pome, and I tell you 
this Extreme sensibility makes middling actors, middling sensibility makes the 
ruck of bad actors, in complete absence of sensibility is the possibility of a sublime 
actor The player’s tears come from his brain, the sensitive being’s from his heart, 
the sensitive being’s soul gues unmeasured trouble to his brain, the player's brain 
gi\cs sometimes a touch of trouble to bis soul he weeps as might weep an unbe 
Ucvmg priest preaching of the Passion, as a seducer might weep at the feet of a 
woman whom he does not love, but on whom he would impose, like a beggar in 
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the street or at the door of a church — a beggar who substitutes insult for vain ap 
peal, or like a courtesan who has no heart, and who abandons herself in your arms 

Have you ever thought on the difference between the tears raised by a tragedy 
of real life and those raised by a touching narrative? You hear a fine piece of reci 
ration, by little and little your thoughts are involved, your heart is touched, and 
your tears flow With the tragedy of real life the thing, the feeling and the effect, 
are all one, your heart is reached at once, you utter a cry, your head swims, and 
the tears flow These tears come of a sudden, the others by degrees And here is 
the superiority of a true effect of nature over a well planned scene It does at one 
stroke what the scene leads up to by degrees, but it is far more difficult to reproduce 
its effect, one incident ill given would shatter it. Accents are more easily mimicked 
than actions, but actions go straighter to the mark This is the basis of a canon to 
which I believe there is no exception If you would avoid coldness you must com 
plete your effect by action and not by talk. 

So, then, have you no objection to make? Ah! I see! You give a recitation in 
a drawing room, your feelings are stirred, your voice fails you, you burst into tears 
You have, as you say, felt, and felt deeply Quite so, but had you made up your 
mind to that? Not at all Yet you were carried away, you surprised and touched 
your hearers, you made a great hit All this is true enough But now transfer your 
easy tone, your simple expression your everyday beanng, to the stage, and, I assure 
you, you will be paltry and weak You may cry to your heart’s content, and the 
audience will only laugh It will be the tragedy outside a booth at a fair Do you 
suppose that the dialogue of Corneille, of Racine, of Voltaire, or, let me add, of 
Shakespeare, can be gnen with your ordinary voice and with your fireside tone? 
No, not a bit more than you would tell a fireside story with the open mouthed cm 
phasis fit for the boards 

The Second 

Perhaps Racine and Corneille, great names as they are, did nothing of account 
The First 

Oh, blasphemy! Who could dare to say it ? Who to endorse it? The merest 
word Corneille wrote cannot be given in everyday tone 

But, to go back, it must have happened to you a hundred times that at the 
end of your recitation, m the very midst of the agitation and emotion you have 
caused m your drawingroom audience, a fresh guest has entered, and wanted to 
hear you again You find it jm/inssihJr, you are weary In the son) Sensihibty, fire^ 
tears all have left you Why does not the actor feel the same exhaustion? Because 
there is a world of difference between the interests excited by a flattering tale and 
by your fellow man’s misfortune Are you Cinna? Have you ever been Cleopatra, 
Mcrope, Agrippina? Are these same personages on the stage ever historical per 
nonages? Not at all They are the vain images of poetry No, not even that They 
are the phantoms fashioned from this or that poets special fantasy They are well 
enough on the stage, these hippognffs, so to call them, with their actions, their bear 
mg, their intonations They would make but a sorry figure in history, they would 
raise laughter in society People would whisper to each other, ‘Is this fellow mad? 
Where in the world does this Don Quixote come from? Who is the inventor of all 
this stuff? In what world do people talk like this?’ 

The Second 

And why are they not intolerable on the stage? 
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The First 

Because there is such a thing as stage convention As old a writer as Aeschylus 
laid this clown as a formula — it is a protocol three thousand years old 
The Second 

And will this protocol go on much longer? 

The First 

That I cannot tell you All I know is that one gets further away from it as 
one gets nearer to ones own time and country 


Reflect a little as to what, m the language of the theatre, is being true Is it 
showing things as they are in nature? Certainly not Were it so the true would 
be the commonplace What, then is truth for stage purposes ? It is the conforming 
of action, diction, face, voice, movement, and gesture, to an ideal type invented by 
the poet, and frequently enhanced by the player That is the strange part of it 
This type not only influences the tone it alters the actor s very walk and bearing 
And hence it is that the player in private and the player on the boards are two 
personages, so different that one can scarce recognize the player in private The 
first time I saw Mile Clauon in her own house I exclaimed, by a natural impulse 
“Ah, mademoiselle, I thought you were at least a head taller' 

An unhappy, a really unhappy woman, may weep and fail to touch you, worse 
than that, some trivial disfigurement in her may incline you to laughter, the accent 
which is apt to her is to your ears dissonant and vexatious, a movement which is 
habitual to her makes her grief show ignobly and sulkily to you, almost all the vio 
lent passions lend themselves to grimaces which a tasteless artist will copy but too 
faithfully, and which a great actor will avoid In the very whirlwind of passion 
vve would have a man preserve his manly dignity And what is the effect of this 
heroic effort? To give relief and temperance to sorrow We would have this hero 
me fall with a becoming grace, that hero die like a gladiator of old in the midst of 
the arena to the applause of the circus, with a noble grace, with a fine and pictur 
esque attitude And who will execute this design of ours? The athlete who is 
mastered by pain shattered by his own sensibility, or the athlete who is trained who 
has self-control, who, as he breathes his last sigh, remembers the lessons of the gym 
nastum? Neither the gladiator of old nor the great actor dies as people die in their 
beds, it is for them to show us another sort of death, a death to move us, and 
the critical spectator will feel that the bare truth the unadorned fact, would seem 
Asfpecai&s cut d hsrmcuy tvjth the poetry cf the rest 

Not, mark you, that Nature unadorned has not her moments of sublimity, but 
I fancy that if there is any one sure to give and preserve their sublimity it is the 
man who can feel it with hts passion and his genius, and reproduce it with complete 
self possession 

I will not, however, deny that there is a kind of acquired or factitious sensi 
bility, but if you would like to know what I think about it I hold it to be nearly as 
dangerous as natural sensibility By little and little it leads the actor into manner 
ism and monotony It is an element opposed to the variety of a great actors func 
tions He must often strip it from him, and it is only a head of iron which can 
make such a self abnegation Besides, it is far better for the ease and success of 
his study, for the catholicity of his talent and the perfection of his playing that there 
should be no need of this strange parting of self from self Its extreme difficulty, 
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confining each actor to one single line, leads perforce to a numerous company, where 
every part is ill played, unless, indeed, the natural order of things is re\ ersed, and 
the pieces are made for the actors To my thinking the actors, on the contrary, 
ought to be made for the pieces 

The Second 

But if a crowd of people collected in the street by some catastrophe begin of 
a sudden, and each in his own way, and without any concert, to exhibit a natural 
sensibility, they will give you a magnificent show, and display you a thousand types, 
valuable for sculpture, music, and poetry 

The First 

True enough But will this show compare with one which is the result of a pre 
arranged plan, with the harmony which the artist will put into it when he transfers 
it from the public way to his stage or canvas? If you say it will, then I shall make 
you this answer What is this boasted magic of art if it only consists in spoiling 
what both nature and chance have done better than art? Do you deny that one can 
improve on nature? Have you never, by way of praising a woman, said she is as 
lovely as one of Raphael s Madonnas? Have you never cried, on seeing a fine land 
scape, ‘It’s as good as a description in a novel?” Again, you are talking to me of a 
reality. I am talking to you of an imitation You are talking to me of a passing 
moment in Nature I am talking to you of a work of Art, planned and composed 
— a work which is built up by degrees, and which lasts Take now each of these 
actors, change the scene in the street ns you do on the boards, and show me your 
personages left successively to themselves, two by two or three by three Leave 
them to their own swing, make them full masters of their actions, and you will see 
what a monstrous discord will result You will get over this by making them re 
hearse together Quite so And then goodbye to their natural sensibility, and so 
much the better 

• 0 • • 

Garnck will put his head between two folding doors, and m the course of five 
or six seconds his expression will change successively from wild delight to temperate 
pleasure, from this to tranquility, from tranquility to surprise, from surprise to 
blank astonishment, from that to sorrow , from sorrow to the air of one overwhelmed, 
from that to fnght, from fright to horror, from horror to despair, and thence will 
go up agam to the point from which he started Can his soul have experienced all 
these feelings, and played this kind of scale in concert with his face? I don’t believe 
it, nor do you If you asL this famous man, who m himself is as well worth a visit 
to England as the ruins of Rome are worth a visit to Italy, if you ask him, I say, 
tor the scene of the pastry cook’s Boy, he will play it for you, if you ask him di 
rcctly afterwards for the great scene in Hamlet he would play it for you He was 
as ready to cry over the tarts in the gutter as to follow the course of the air-drawn 
dagger ' Can one laugh or cry at will? One shall make a show of doing so as well or 
ill as one can, and the completeness of the illusion vanes as one is or is not Garnck 
• • • • 

I take thee to witness, Roscius of England, celebrated Garrick, thee, who by the 
unanimous consent of all existing nations art held for the greatest actor they have 
knownl Now render homage to truth Hast thou not told me that, despite thy 
depth of feeling, thy action would be weak if, whatever passion or character thou 
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hadst to render, thou couldst not raise thyself by the power of thought to the 
grandeur of a Homeric shape with which thou foughtest to identify thyself? When 
1 replied that it was not then from thine own type thou didst play, confess thine 
answer Didst not avow avoiding this with care, and say that thy playing was 
astounding only because thou didst constantly exhibit a creature of the imagination 
which was not thyself? 

The Second 

A great actor’s soul is formed of the subdc clement with which a certain phdos 
opher filled space, an element neither cold nor hot, heavy nor light, which affects 
no definite shape, and, capable of assuming all, keeps none 

The First 

A great actor is neither a pianoforte, nor a harp, nor a spinet, nor a violin, 
nor i violoncello, he has no key peculiar to him, he takes the key and the tone fit 
for his part of the score, and he can take up any I put a high value on the talent 
of a great actor, he is a rare being — as rare as, and perhaps greater than, a poet 

He who m society makes it his object, and unluckily has the skill, to please 
every one, is nothing, has nothing that belongs to him, nothing to distinguish him, 
to delight some and weary others He is always talking, and always talking well, 
he is an adulator by profession, he is a great courtier, he is a great actor 
The Second 

A great courtier, accustomed since he first drew breath to play the part of a most 
ingenious puppet, takes every kind of shape at the pull of the string in hts master’s 
hands 

The First 

A great actor is also a most ingenious puppet, and his strings are held by the 
poet, who at each line indicates the true form he must take 
The Second 

So then a courtier, an actor, who can take only one form, however beautiful, 
however attractive it may be, are a couple of wretched pasteboard figures? 

The First 

I have no thought of calumniating a profession I like and esteem — I mean, the 
actor’s I should be in despair if a misunderstanding of my observations cast a shade 
of contempt on men of a rare talent and a true usefulness, on the scourges of ab- 
surdity and vice, on the most eloquent preachers of honesty and virtue, on the rod 
which the man of genius wields to chastise knaves and fools But look around you 
and you will see that people of never fading gaiety have neither great faults nor 
great merits, that as a rule people who lay themselves out to be agreeable arc fnv 
olous people, without any sound principle, and that those who, like certain persons 
who mix in our society, have no character, excel in playing all 

Has not the actor a father, a mother, a wife, children, brothers, sisters, acquaint 
ances, friends, a mistress? If he were endowed with that exquisite sensibility which 
people regard as the thing principally needed for his profession, harassed and struck 
like us with an infinity of troubles in quick succession which sometimes wither and 
sometimes tear our hearts, how many days would he have left to devote to our 
amusement? Mighty few The Groom of the Chambers would vainly interpose his 
sovereignty, the actor’s state would often make him answer, ‘ My lord, I cannot 
laugh today,’ or, ‘ It is over cares other than Agamemnon’s that I would weep ” It 
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is not known, however, that the troubles of life, common to actors as to us, and far 
more opposed to the free exercise of their calling, often interrupt them 

In society, unless they are buffoons, I find them polished, caustic, and cold, 
proud, light of behavior, spendthrifts, self interested, struck rather by our absurd 
ittes than touched by our misfortunes, masters of themselves at the spectacle of an 
untoward incident or the recital of a pathetic story, isolated, vagabonds, at the com 
mand of the great, little conduct, no friends, scarce any of those holy and tender 
ties which associate us m the pains and pleasures of another, who m turn shares 
our own I have often seen an actor laugh off the stage, I do not remember to has e 
ever seen one weep What do they, then, with this sensibility that they arrogate and 
that people grant them? Do they leave it on the stage at their exit, to take it up 
again at their next entrance? 

What makes them slip on the sock or the buskin? Want of education, poverty, 
a libertine spirit The stage is a resource, never a choice. Never did actor become 
so from lose of virtue from desire to be useful in the world, or to serve his coun 
try or family, never from any of the honorable motives which might incline a right 
mind, a feeling heart, a sensitive soul, to so fine a profession 
• • • • 

It has been said that actors have no character, because in playing all characters 
they lose that which Nature gave them and they become false just as the doctor, 
the surgeon, and the butcher, become hardened I fancy that here cause is con 
founded with effect, and that they are fit to play all characters because they have 
none 

• • • • 

But they say an actor is all the better for being excited, for being angry I 
deny it. He is best when he imitates anger Actors impress the public not when 
they are furious, but when they play fury well In tribunals, in assemblies, every 
where where a man wishes to make himself master of others’ minds, he feigns 
now anger, now fear, now pity, now love, to bring others into these diverse states 
of feeling What passion itself fads to do, passion well imitated accomplishes 

HYPPOUTE CLA1RON 

(1723 1803) 

"MOe Clauon (Claire Lerys - ) was a typical representative of the Ptenth stage 
in the mid-eighteenth century Poor and unknown in origin, she made her way 
at the Comedie Itahenne and then m the provinces After playing secondary roles 
at the Opera she was given an opportunity to make her debut at the Theatre 
Franpats through the influence of some of her lovers Contrary to all expectations 
this twenty year-old coquette triumphed in the great tragic role of Phcdrc Through 
deliberate effort she made herself the great lady of tragedy at the Comedte Franpatse 
Claue Lcrys had become Claire Hyppolite Josephe Lens de Latude Clairon 

She perfected the grand tragic manner both on and off the stage, preparing 
her roles with meuculous artistry Her nobility and grandeur made her a favonte 
of Voltaire Later in her career, influenced by her lover, the playwright Jean 
Tran^ois Marmontel, and by occasional performances on smaller stages, she tern 
pered her art with a simplicity which made her the delight of theatre connoisseurs 
Oliver Goldsmith devoted an article in The Bee to her, saying, “Mademoiselle 
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Clairon... seems to me the most perfect female figure I have ever seen upon any 
stage ” 

For twenty two years Clairon and her rival Mile Dumesml were the leading 
actresses of the Comldie Frangaise They exemplified opposites — -Dumesml was 
the natural, erratic performer who could on occasion touch sublimity, and Clairon 
was the conscious artist, always satisfactory and decorous, but probably never 
striking the deepest emotional notes 

Clairon retired from the stage in retaliation for indignities she had suffered 
as a result of outside interference in the affairs of the theatre Voltaire championed 
her action by writing, “I cannot blame an actress who prefers giving up her art 
to practicing it with shame 

During her retirement Clairon undertook to tram dramatic aspirants, and 
in 1798 she wrote the Memoirs of her colorful life In her Memoirs parts of which 
follow, Clairon tried to provide a system of study for those whose talents were not 
equal to the creation of original styles Her remarks are clearly organized and her 
approach to acting avoids many of the pitfalls of the usual stylized gesture books 
Her discussion of technique is particularly interesting for it seems to be a direct 
answer to the criticism of her made by Garrick The volume elicited a defense of 
nature by her rival Dumesml We are fortunate in having a record of a discussion 
of their differences, which took place in 1787 between the two, now aged, actresses 

The exchange between the two actresses a» well as Dumesml s defense follow 
Clairon’s reflections 


Reflections on Dramatic Art 

It is the wish of many that I should write my sentiments relative to an art which 
I have long professed It is supposed that the reflections I have made, in order to 
render myself supportable in the eyes of the public, may be of some use to those 
who are destined to pursue the same career Perhaps the public, or, at least, the ad 
mirers of theatrical representations will contemplate with some degree of pleasure 
the road I have followed, in order to acquire their favor But reflection and writing 
are two such different things it appears so extraordinary to me to comprehend 
anything without the aid of physiognomy, gesture and speech, I am so diffident of 
myself, that I tremble as much in taking up the pen as I once did in appearing be 
fore the public Without any regular plan, perhaps without system, but cer 
tainly without vanity, I am about to trace what I deem necessary to the attainment 
of this art — an art much more difficult than it is generally supposed to be 
'Enunciation or The Management of the Voice 

As it must be the chief object of the actress to be heard distinctly m all parts 
of the theatre, it is therefore an indispensable requisite that she should be possessed 
of a strong and sonorous voice 

In order that she may be enabled to gi\e the necessary shade to the picture she 
means to represent, her voice must be dear, harmonious, flexible, and susceptible of 
every possible intonation 

Memoirs of Hyppohte Citron the celebrated French Actress With Reflections Upon the 
Dramatic Art (1758) translated from the French London Printed for O G and J Robinson 
1800 Volume I pp JJ J5 40-45 ffi 97 101 
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A voice which is deficient in point of compass or expression can never be ade 
quate to characters where the stronger passions are displayed 
Strength 

A good constitution is a material point there is no profession more fatiguing 
Irritable nerves, weak lungs, or delicate constitutions, cannot long sustain the weight 
of tragic characters 

I have found, in the course of my time, a number of young authors and fine 
ladies who have thought that nothing was more easy than to perform Mahomet 
Merope, etc , that the author had done all that was necessary, that to learn the 
parts, and to leave the rest to nature was all the actor had to do Nature! How 
many use this word without knowing its meaning The difference of sex, of age, 
of situation, of time, of countries, of manners and of customs demand different 
modes of expression What infinite pains and study must it not require to make 
an actor forget his own character, to identify himself with every personage he rep- 
resents, to acquire the faculty of representing love, hatred, ambition, and every pas 
sion of which human nature is susceptible,— every shade, ever) gradation by which 
these sentiments are depicted with their full extent of coloring and expression 

There arc no arts or professions but have certain defined principles Are there 
then none required to direct the tragedian? It is only m the history of mankind 
he must obtain his information? Reading of itself would be nothing, he must 
meditate upon and render himself familiar with, what he reads he must adapt 
to every character the genius of the nation to which it belongs, he must reflect 
without intermission, repeat a hundred and a hundred times the same thing, jn 
order to surmount the difficulties he meets with at every step It is not enough to 
study the character, he must study the history of it, in order to develop the inten 
tion of the author, feel the beauties of his composition and adapt his character to 
the general scope of the work he must scrutinize the hearts of all connected with 
the scene, attend the relations they bear towards each other, and finally, he must 
be able to comprehend why what he hears and what he sees, is so represented or 
expressed 

In addition to what I have said, the most arduous test is to be enumerated 
it is the indispensable necessity of having ones mind continually impressed with 
events the most dreadful and terrible and with images of the most horrid nature The 
actor who does not identify himself with the character he represents is like a 
scholar who repeats his lessons, but he who docs so identify himself with the per 
sonage he is portraying — whose tears seem the effect of nature, who absorbs the 
idea of his own existence in the miseries of an assumed character, such a person 
must be wretched and I maintain it requires a degree of strength almost beyond 
what human nature is endowed with f o perform the characters of tragedy well for 
more than ten years 

• • • • 

In recalling to mind my plan or stud), I hope I shall be pardoned for observ 
ing that I have often smiled at the folly of those who have upbraided me for having 
recourse to art Alas! What should I have been without u ? Could I have person 
ated Roxane, Amenaide, or Vmate? Should I be consistent if I was to apply my 
own feelings and habits to such characters? Doubtless not. How am I enabled to 
substitute the ideas, sentiments and feelings, which should distinguish those char 
acters in lieu of my own? It is by art alone that it can be done for if ever I have 
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seemed to personate them in a manner purely natural, is is because my studies, joined 
to some happy gifts which I may have derived from nature, have conducted me 
to the perfection of art 

All men are not endowed with creative genius I will endeavor to direct those 
who are inadequate to the pursuit of an original system of their own, and for that 
purpose will resume my examination 

[Memory and Exteriors, figure or appearance, are the two additional major 
qualities listed as necessary to an actor ] 

* • * * 

Dancing and Drawing 

In order to be able to tread the stage with ease and grace, to give facility to 
the motions of the body, dignity to the whole appearance, and to prevent the ac 
quirement of habits repugnant to nature, it is indispensably necessary that those who 
dedicate themselves to a theatrical profession should pay the utmost attention to the 
art of dancing They must carefully avoid contracting the airs and manner of a 
dancing master, but, in every other respect, a knowledge of the art is requisite. 

It were to be wished that every actor should be more or less initiated in the 
art of drawing they would thereby become more susceptible of the good effect of 
preserving proper distances, they would more easily discover the point of perspect 
ive, which is so important on the stage, both with respect to their figure and their 
dress In pantomimic representations, or pieces calculated for show, the performers 
who are to set off the principal personages are placed more advantageously, and 
are better adapted to fill up the picture with its proper shade or effect Such actors 
as are unacquainted with this art, I advise to study the works of the most eminent 
painters and sculptors 

Music 

Without pretending to acquire a fundamental knowledge of the science of 
music, it is, nevertheless, necessary for an actor to study its elements, in order to be 
enabled to form a proper judgment as to the extent of his voice, to render every into- 
nation easy and familiar, to avoid discordance, to regulate his sounds, to presene 
and vary them at pleasure, and to impart to every accent, whether vehement or 
plaintive, that degree of modulation which is necessary 

Without this study, it is almost impossible to play Corneille to advantage He 
is cither so sublime, or so familiar, that, unless the actor is perfectly sure of his in 
tonation, he runs the risk of appearing bombastical or trivial 
Language, Geography, and Belles Lettres 

The study of language is of more importance to an actor than any other The 
theatre ought to be the school for foreigners, and of that part of the public who 
have neither time, nor the means of procuring proper masters, to learn the language 
of the country in its most perfect purity 

It is almost incredible, that persons who are selected to represent the chef 
d'oeuvres of the most eminent writers of the nation should be unacquainted with 
the difference between a long and a short syllable, or the distinction between the 
singular number and the plural, that they should confound the genders of the 
nouns, that they should scarce know the masculine from the feminine, and that 
provincial accents should destroy the grandeur and purity of our language Such, 
however, is the case with reference to the greater part of our actors. He who is 
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unacquainted with the extent and value of words can never comprehend the mean 
mg of things jf he should stumble upon it, it is only by chance, and I am at a loss 
to conceit c how the public can tolerate those who appear before them with such 
defects, or who betray such unpardonable ignorance 

It is impossible to read history, with any advantage or improvement, without a 
knowledge of geography The right of judging of the merits of such authors as 
write for the theatre imposes upon an actor the necessity of acquiring every species 
of knowledge which may enable him to judge with accuracy, and to determine, by 
a single perusal, the merits of a work which the author has been a 5 ear composing 
An intimate acquaintance with stage-effect and the rules of the theatre, an accurate 
ear, a good taste, a sound, discriminating and attentive judgment, are not all that 
is required it is necessary to be acquainted with mythology, history, geography, 
and language, he must be acquainted with every description of poetry, and the 
writings of every dramatic author, ancient or modern He will then be enabled to 
judge whether an author has made the most of his subject, he will perceive how 
much has been drawn from the times, places, and characters of which he has writ 
ten, in short, whether the author has shown a creative fancy, is a servile imitator, 
or a plagiarist. The approbation of the critic is no ways flattering, nor his censure 
any disgrace, unless he is known to possess those qualities necessary to enable him 
to form his judgment with accuracy It is not enough to approve or reject a work, 
the man who does either, ought to show himself capable of judging About two 
years before my retirement from the theatre, there was a league among certain 
authors to pay no attention whatever to the judgment of actors This attempt to in 
validate the opinions of a class of men, without whom the authors could be of no 
use, was as unjust as the pretence for it was false and groundless 

Unless a superior power destroys the right of the acton, it is impossible that 
any of them should ever consent to such an injustice and degradation Corneille, 
Voltaire, and Racine, demanded no other tribunal their works, however, unlike 
those of the present day, did not require the illusions of the theatre, or the talents 
of the actors It has been said by authors, that the actors robbed them of the reward 
due to their exertions the trifling recompense they received was, they said, a proof 
of it I can state, m reply to this observation without the least fear of contradiction, 
that, with respect to the two and tvveny years I have been upon the theatre, it is 
unfounded m truth 


AI/1RJE FRANCOISE DUMESNIL 

(1713 1803) 

Mile Dumcsml (Mane Frangoise Marchand), the mal of Clairon at the 
Comedic Frangatse like all the actors of the period, worked in the provinces before 
making her debut in Pans In 1737 she appeared with great success at the Theatre 
Ft an fan as Cljtemncstra in Racine s Iphigema in Aults 

By 17-10 she came under the influence of Voltaire, in many of whose plays 
she created the leading roles According to Karl Mantztus, Voltaire trained JDumes 
nil for her role in his Mlrope He drove her to act with greater passion and fire 
until the actress cried out ‘ Really, one ought to have le diablc au corps to stake 
the note you want. Just so, mademoiselle, answered Voltaire, le d table au corps 
m all art, if you want to attain perfection This guidance, added to Dumesmis 

[ 173 ] 



ACTORS ON ACTING 


naturally violent temperament, made her the ideal exponent of intuitive acting 
Charles Colic said of her ‘ Mile Dumesml in her acting is always good only 
in the violent parts of her characters, and I confess that in these passages she has 
more depth and warmth of feeling than Mile Lecouvreur She rises higher than 
this famous actress But how different in all the restl Her play is good only 
where she has to show passion and fury Otherwise no dignity, no nobility, lose 
is badly rendered, pride only moderately well, she is often rhetorical But 
where she is good she is unsurpassed, she makes you forget all her faults and all 
her ungracefulness " 

Her emotional force and natural insight made her triumphant in the plays 
of La Chausslc and Marmontcl, who created the comedie larmoyante, the sent! 
mental domestic plays patterned on English models Later in her life, it is said, 
she keved herself to impulsive, passionate acting by excessive drinking In 1776 
she retired from the stage 

In 1800 after Chiron had published her Memoirs in which she attacked the 
reality’ without ‘ art' of Dumesml, the latter authorized the publication of her 
own Memoirs as a reply to Clairon She extolled nature above art and stressed the 
universality of tragic emotions Naturalness, pathos, and emotional identification 
with one’s role were the tenets of Dumesml s art 


A Reply to "Reflections on Dramatic Art’’ of Clairon 

As one may see, Citizeness Clairon begins — in her very title — to substitute pom 
pousness for truth Your art, Citizeness, is not at all dramatic art, it is theatrical art 
The art of Corneille, Racine, Moliere, and Voltaire is dramatic art The distance 
between the art of creating and that of reciting is immeasurable A writer who 
might publish reflections on the art of great men could only call them reflections on 
the dramatic art nevertheless, his work would have nothing in common with the 
one you publish under the same title . 

Citizeness Clairon indicates in her article the chief qualities necessary for those 
who wish to act in the theater a resonant voice, excellent pronunciation, strength 
— that is, a good constitution — memory, and an attractive appearance All writers 
who have dealt with the theatrical art have demanded the same prerequisites Re 
mond de Sainte Albmc has expressed himself admirably in this rspect, and every 
one feels that these qualities are indispensable in order to follow the career of 
comedian with some hope of success 


Yes, “Nature! How many use this word without knowing Us meaning ’ It 
seems to me that you do not know its limits, and that you often confuse it with 
what belongs only to art Has not every situation a special mode of expression, 
you ask. Undoubtedly not, but in general every situation has perhaps a different 
mode of expressing emotions Yet last year I saw m the grain market a frantic 
mother looking for her child who was lost, asking everybody about the child as she 
burst into tears and showed all the accents of despair. No actress has ever had more 

Memosret de AI trie Fran (one Dnntesnll, en rfponse anx memotret d'Hyppohte Clairon 
Par t Dentu 1800 pp ) 27 passim 
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expressive, more moving, truer, and nobler gestures than this mother beside herself 
with grief I even commented on it to one of my friends Have not differences 
of sex, of age, of situation, of time, of countries, of manners and of customs the 
greatest influence? ’ asks Citizeness Clairon All of them have no more influence 
on the great traits of nature which feed the fire of tragedy love, jealousy, revenge, 
ambition, maternal and filial love, than the various languages in which the trage 
dies are written These great emotions arc the same from pole to pole, because they 
enter into the make up of man who is the handiwork of his Creator To imbue 
oneself with great emotions, to feel them immediately and at will, to forget oneself 
in a twinkling of the eye in order to put oneself m the place of the character one 
wishes to represent — that is exclusively a gift of nature and beyond all the efforts 
of art As for vain conventions, more or less quaint usages, more or less dissimilar 
customs, more or less foolish prejudices, more or less civil manners — all the handi 
work of men and, like them, variable and flexible — rarely does a ro'e demand that 
an actor accentuate these nuances And if his role should demand it, this technique, 
completely within the province of art, is easily acquired provided that one has 
intelligence and physical advantages But the sacred fire of great passions — alike 
in every individual of the human race — can only be lighted by the hands of nature 
* There art no arts or professions but have certain defined principles Are 
there then none required to direct the tragedian?” What a sophism! The basis of 
theatrical art in tragedy is first of all — and we must insist on this ' D‘ 'avoir requ du 
oel l influence secrette ' [That one has received from heaven its secret influence ] 
That is the source of pathos, of terror, and of one spontaneously forgetting 
oneself without any effort It is a divine gift which can almost dispense with the 
beauties of art, as we have seen in more than one case It seems to me that the 
principles of theatrical art may be completely summed up as follows Who am I 
under all circumstances? What am I in each scene? Where am I? What have 
I done, and what am I going to do? And these same questions must be applied 
to all those who are on the stage with me 

You have never been criticized for having art — one would be mad to do so 
You have been criticized for not having enough art to make one forget your art — 
and for being all art. You have been criticized for always allowing the great actress 
to show through in your so finished style of acting However perfect art may be, 
it can never absolutely replace nature It has been said that, despite all your 
advantages, you did not receive from nature that degree of feeling which makes 
art disappear Indeed, that is something you have never succeeded in achieving, 
and it is this point of perfection that Dumesnil has always attained without the 
slightest effort Nature, so prodigal on your behalf, refused you that deep and 
inner feeling which, when it explodes, suddenly causes even the outward semblances 
of acting to disappear and completes the theatrical illusion 

What basically constitutes a tragedian is the sense of pathos Nature lavishly 
endowed Dumesnil with this sense, as it endowed Voltaire, but it refused to grant 
you that sense, even though you were given all the resources of art that come closest 
to nature I shall explain what I mean by two examples Whatever efforts you 
might have made, you would never have been capable *of making audiences sob, 
of rending their souls, of making them shed torrents of tears, 3s Dumesnil did in 
the two scenes of Iphigema — in which she was and always will be inimitable Nor 
was she any less striking in her naturalness Did you ever succeed in questioning 
little Joash in Athahe as did Dumesnil? What a marvel of simplicity, without her 
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naturally violent temperament, made her the ideal exponent of intuitive acting 
Charles Colic said of her ' Mile Dumesntl m her acting is always good only 
in the violent parts of her characters, and I confess that in these passages she has 
more depth and warmth of feeling than Mile Lecouvreur She rises higher than 
this famous actress But how different in all the rest! Her play is good only 
where she has to show passion and fury Otherwise no dignity, no nobility, love 
is badly rendered, pride only moderately well, she is often rhetorical But 
where she ts good she is unsurpassed, she makes you forget all her faults and all 
her ungracefulness ’ 

Her emotional force and natural insight made her triumphant in the plays 
of La Chaus$6c and Marmontel, who created the comSdte larmoyante the senti 
mental domestic plays patterned on English models Later in her life, it is said, 
she heved herself to impulsive, passionate acting by excessive drinking In 1776 
she retired from the stage 

In 1800 after Chiron had published her Memoirs in which she attacked the 
reality without art of Dumesntl the latter authorized the publication of her 
own Memoirs as a reply to Clatron She extolled nature above art and stressed the 
universality of tragic emotions Naturalness, pathos, and emotional identification 
with one's role were the tenets of Dumesnil s art 


A Reply to ' Reflections on Dramatic Art" of Clairon 

As one may see, Citizeness Clairon begins— in her very title — to substitute pom 
pousness for truth Your art, Citizeness, is not at all dramatic art it is theatrical art 
The art of Corneille, Racine, Moliire, and Voltaire is dramatic art The distance 
between the art of creating and that of reciting is immeasurable A writer who 
might publish reflections on the art of great men could only call them reflections on 
the dramatic art, nevertheless, his work would have nothing in common with the 
one you publish under the same tide 

Citizeness Clairon indicates in her article the chief qualities necessary for those 
who wish to act in the theater a resonant voice, excellent pronunciation, strength 
— that is, a good constitution — memory, and an attractive appearance All writers 
who have dealt with the theatrical art have demanded the same prerequisites Re 
mond dc Saintc Albine has expressed himself admirably in this rspect, and every 
one feels that these qualities are indispensable in order to follow the career of 
comedian with some hope of success 

• • • • 

Yes, Naturcl How many use this word without knowing its meaning It 
seems to me that you do not know its limits, and that you often confuse it with 
what belongs only to art. Has not every situation a special mode of expression 
you ask Undoubtedly not, but in general every situation has perhaps a different 
mode of expressing emotions Yet last year I saw in the grain market a frantic 
mother looking for her child who was lost, asking everybody about the child as she 
burst into tears and showed all the accents of despair No actress has ever had more 


Memoires it Merit Franfohe Dumesnil tn ripome 
Pans Dertcu 1800 pp. } 27 passim 
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yielding one jot of the dignity of her rank! Her splendid naturalness would have 
seduced any other child but one inspired by Godl How moving is the memory 
of those great scenes! You bad too much wit and intelligence to refrain from ap 
plauding such perfection Thus, you did not dare play Merope, Athalie, Clytemnes 
tra, and Semiramis during DumesmTs absences This must be said Dumesnil dis 
posed of our hearts at will, while you almost always evoked only our admiration 
She was the most truly tragic actress who has ever appeared in any ancient or 
modern theater, while you have been the finest academic model one could offer to 
young tragediennes If nature had endowed them with the inestimable gift of 
pathos (for one does not learn how to feel), they would have found in that model 
the example of all the beauties of art joined together to the highest degree, and 
they would then have lacked nothing to aspire to perfection 

Translated jiom the French by Joseph M Bernstein 

Fiction and Reality 

Mile Dumesnil Mile Clairon Frangois Joseph Talma Henri Gottrgaud Dugazon 
and Mane Joseph Chenier 1 

Mlle Dumesnil [to Talma] Of course, one must neither play, nor even repre 
sent You are not to play Achilles, but to create him You must not represent 
Montagu [Romeo], you must be him 

Mlle Clairon My dear, you labor under a great delusion In theatrical art all 
is conventional, all is fiction The poet obeys his own rules, so does the actor 
Would they be obliged to do so if those rules were in the order of nature? When 
the gentleman there (pointing to Chenier'’) makes Charles IX speak, he is neither 
that kmg, who did not always talk m verse, though he sometimes wrote poetry, 
nor is he himself, as he does not think like a feeble monarch, nor like a murder 
ous despot What is he then? A talented writer whose pliable imagination con 
structs events that have never taken place, and uses a language which is spoken by 
nobody I may say almost the same of an actor What am I when I act the part 
of the Queen of Carthage or the mother of Iphigema? I am neither Clytemnestra 
nor Dido I wear their dress in order to delude the senses, and I have the figure 
and face of a woman, which completes the illusion But you must remember that 
what I want to produce is an illusion, and I do produce it, and that, however 
successful I may be in attaining my end it can never be anything but play Dont 
you hear them exclaim in the midst of their admiration applause and enthusiasm 
What splendid. actin%L’ Sn it ls Mile. Cburao, Mile* Dumesnil., at M. Lartvc 
whom they applaud, not Dido or Clytemnestra These princesses do not care for 
the bravos, but Racine and M dePompignan [author of the tragedy Dido] want 
them And as for Mile Clairon, there was a time when she valued them highly, 
in the days when they were not wasted on mediocrity 

Regoault Warm Memoircs butonquei et critique sur F J Talma (H27) pp 240 252 quoted 
by Karl Mantzius A Ha lory of Theatrical Art in Aneieit and Modern Ti tes Volume V The 
Great Acton of the Eighteenth Century New York Peter Smith, 19J7, pp 276 278 

1 Th« discussion cook place in 1787, when the two aged actresses met in the 1 ttle theatre 
Boule Fongc where Talma was rehearsing his play* 

"Marie Joseph Chfmer the dramatist who was at this time writ ng h i tragedy Cbarlet IX 
wh eh was to create the first success for both himself and Talma. 
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Mlle Dumesnil It could not be better expressed, my dear fnend, but it might 
be better done To show intelligence is not all, everything depends on doing the 
right thing I have a hundred times disproved what you said just now, though 
without having heard it Vou know how — 

Mllf Clairon Yes, you acted from nature But there was much art in your 
naturalness 

Mule Dumesnil Not the least. I was full of my part, l felt it, I yielded myself 
up to it 

Mule Clairon I have never understood how one could do without calculation 
I should have been quite out of it if I had yielded myself up 
Chenier It seems to me, ladies, that you arc both right, because each of you was 
in harmony with her character, her soul and her gifts 
Dlcaton It is just like the authors who wntc poetics for their own works, when 
you have learned their rules you are not certain if they arc right, but you arc 
quite sure of the talent of their authors The talent of Mile Dumesnil and Mile 
Chiron has never been disputed, and it is not the question of the present discus 
sion Nor is it our object to know whether dramatic art exists, as that is unques- 
tionable, but whether in this art fiction or reality is to dominate 
Mlle Clairon Fiction 
Mlle. Dumesnil Reality 

FRANCOIS JOSEPH TALMA 

(1763-1826) 

Talma was a revolutionary in politics and art He led the revolt against 
political reaction in the Thfatre Fran^ats and reformed histrionic art with prm 
ciplcs of romanticism He was the first actor to break completely with the past 
and pave the way for the triumph of romanticism and realism in the nineteenth 
century 

His father was a poor man who studied dentistry and then took his family to 
England where Talma spent his youth In London he participated m private the 
atneal performances given in the Trench colony More important, he became 
acquainted with the English stage and with the work of Shakespeare The freedom 
from artificiality of English acting and the robust romanticism of Shakespeare 
undoubtedly had a strong influence on Talma When he returned to Trance how 
ever, the young man followed his fathers trade He soon began his way toward 
a career on the stage by becoming a pupil at the School of Elocution recently 
established as a training place for future soaftairet of the Thiatre rrar^ait It is 
interesting to note that the future tragedian became the pupil of the comic artist 
Henri Gourgaud Duga7on (1746-1809), who taught Talma a good deal but 
probably allowed him to develop his own style without imposing on him the tragic 
manner of the Comfdtc Ft anyone 

In 1787 Talma made his debut as Scidc m Voltaire’s \fnhonet and assumed 
his position as a minor actor in the celebrated company He was prevented from 
p'aying major tragic roles, since these parts were in the hands of the senior 
toctfu tci bvit even in minor parts Talma began to carry out some of his projected 
theatrical reforms As the tribune Proculus in Voltaire’s Brut ts he providcJ him 
self with a costume that bore some historical resemblance to Roman dress Thu 
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repose of classical acting A contemporary critic noted that his playing of Orestes 
was like that of a madman in an asylum and that he triumphed in the realistic 
presentation of passion and horror He created no school of his own although he 
trained Mile Duchenois (Catherine Josephine Rafum, c 1777 1835), a tempera 
mental emotional actress who played opposite him 

Talma’s affectionate but incisive tribute to the artistry of his predecessor Lekain 
follows It originally appeared as the preface to Lekain s Memoirs 


Grandeur Without Pomp 

I have no pretension to be an author, all my studies have been directed towards 
my calling, the object of which is to afford at once pleasure and instruction Trag 
edy and comedy, the one by the portraiture of virtue and crime, the other by the 
exposure of vice or folly, interest us, or make us laugh, while they correct and 
instruct. Associated with great authors, actors are to them more than translators 
A translator adds nothing to the ideas of the author he translates The actor, put 
ting himself faithfully m the place of the personage he represents, should perfect 
the idea of the author of whom he is an interpreter One of the greatest misfor 
tunes of our art is, that it dies, as it were, with us, while all other artists leave be 
hind them monuments of their works The talent of the actor, when he has quitted 
the stage, exists no longer, except in the recollection of those who have seen and 
heard him This consideration should impart additional weight to the writings, 
the reflections, and the lessons which great actors have left, and these writings may 
become salt more useful if they are commented upon and discussed by actors who 
obtain celebrity in our day Doubtless it is this motive which has induced the edit 
ors of the Me moires Dramanqties to request me to add to the noace of Lekain some 
reflections on his talent and on the art which he illustrated 

Lekain had no master Every actor ought to be his own tutor If he has not 
in himself the necessary faculties for expressing the passions, and painting charac 
ters, all the lessons in the world cannot give them to him Genius is not acquired 
This faculty of creating is born with us, but if the actor possesses it, the counsel 
of persons of taste may then guide him, and as there is in the art of reciting verse 
a part m some degree mechanical the lessons of an actor profoundly versed in his 
art may save him much study and time 

Lekain, from the commencement of his career, met with great success His 
debut lasted seventeen months One day, after he had performed at Court, Louis 
XV said, This man has made me weep — I, who never weep! 

The system of declamation then in vogue was a sort of singsong psalmody, 
which had existed from the very birth of the theatre Lekain — subjected, in spite 
of himself, to the influence of example — felt the necessity of breaking his shackles 
and the pedantic rules by which the theatre was bound He dared to utter for the 
first time on the stage the true accents of nature Filled with a strong and profound 
sensibility, and a burning and communicative energy, his a-tion at first impas 
sioncd and irregular, pleased the young who were enchanted by the ardor and the 

Francois Joseph Talma Rf flections on the Ac! 0/1 Aft (IS2J) New York Printed tor the 
Dramatic Museum of Columbia University Papers on Acting Second Sene* Number A t?M, pp. 7-41 
Bjr per miss on of Columbia University Press. 
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of his exaltation contributed to the effect he had produced His intelligence 
then passes all these means in review, connecting them and fixing them in his 
memory, to rcemploy them at pleasure in succeeding representations These im 
prcssions are often so evanescent that on retiring behind the scenes he must 
repeat to himself what he had been playing rather than what he had to play 
By this hind of labor the intelligence accumulates and preserves all the creations 
of sensibility It is by this means that at the end of twenty years (it requires at 
least this length of time) a person destined to display fine talent may at length 
present to the public a series of characters acted almost to perfection Such was the 
course which Lekain constantly took, and which must be taken by every one 
who has the ambition to excel on the stage The whole of his life was devoted 
to this hind of study, and it was only during the last five or six years of his life, 
between 1772 or 1773 and 1778, that he reaped his fruit It was then that his 
fertile sensibdity raised him to the tragic situations he had to paint, and his 
intelligence enabled him to display all the treasures he had amassed It was 
then that his acting was fixed on such bases, and was so subservient to his will, 
that the same combinations and the same effect presented themselves without 
study Accent, inflections, action, attitudes, looks, all were reproduced at every 
representation with the same exactness, the same vigor, and if there were any 
differences between one representation and another, it was always m favor of 
the last Sensibility and intelligence, therefore, are the principal faculties necessary 
to an actor Yet these alone will not suffice Apart from memory, which is his 
indispensable instrument, and stature and features adapted to the character he 
has to play, he must have a voice that can be modulated with ease, and at the 
same time be powerful and expressive I need scarcely add that a good edu 
cation, the study of history — (not so much the events as the manners of the 
people, and the particular character of historical personages) — and even drawing, 
ought to add grace and strength to the gifts of nature 

It will be well understood that I here speak only of tragedy Without entering 
into the question whether it is more difficult to play tragedy or comedy, I will 
say that to arrive at perfection in either, the same moral and physical faculues 
are required, only I think the tragedian ought to possess more power and sensi 
bility The comedian docs not require the same energy, the imagination in 
him has less scope He represents beings whom he sees every day — beings of 
his own class Indeed, with very few exceptions, his task is confined to the repre 
sentations of folly and ridicule, and to painting passions in his own sphere of 
life, and, consequcndy, more moderate than those which come within the do 
main of tragedy It is, if I may so express it, his own nature which, in his imi 
tations, speaks and acts, whereas the tragic actor must quit the circle in which he is 
accustomed to live, and plunge into the regions where the genius of the poet 
has placed and clothed in ideal forms the beings conceived by him or furnished 
by history He must preserve these personages in their grand proportions, but 
at the same time he must subject their elevated language to natural accents and 
true expression, and it is this union of grandeur without pomp, and nature 
without triviality — this union of the ideal and the true, which is so difficult to attain 
m tragedy I shall, perhaps, be told that a tragic actor has a much greater liberty 
in the choice of his means of offering to the public objects whose types do not 
exist m society, while the same public can easily decide whether the comedian 
furnishes an exact copy of his model I would reply that the passions are of all 
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ages Society may weaken their energy, but they do not the less exist in the soul, 
and every spectator is a competent judge from his own feelings With regard 
to the great historical characters, die enlightened public can easdy judge of the 
truth of the imitation It will therefore appear from what I hav e laid down that 
the moral faculties ought to have more force and intensity in the tragic than 
in the comic actor 

As to the physical qualities, it is evident that the pliability of the features and 
the expression of the physiognomy ought to be stronger, the voice more full, more 
sonorous, and more profoundly articulate in the tragic actor, who stands m 
need of certain combinations and more than ordinary powers to perform from 
the beginning to the end with the same energy a part in which the author 
has frequently collected in a narrow compass, and in the space of two hours, 
all the movements, all the agitations, which an impassioned being can feel only 
in the course of a long life I repeat, however, that not fewer qualities, though of 
a different kind, are required in a great comedian than in a great tragic actor, 
each has need of being initiated into the mysteries of nature, the inclinations, 
the weaknesses, the extravagances of the human heart. 

When wc consider all the qualities necessary to form an excellent tragic 
actor, all the gifts which nature should have bestowed upon him, can we be 
surprised that they are so rare? Amongst the majority of those who go on the 
stage, one has penetration, but his soul is cold as ice Another possesses sensibility, 
but intelligence is wanting One possesses both these requisites, but in so slight 
a degree, that it is as if he did not possess them at all, his acting is character 
ized neither by energy, expression, nor confidence, and is without color, some 
times he speaks m a loud and sometimes in a low key, quickly or slowly, as 
if by chance Another has received from nature all these gifts, but his voice 
is harsh, dry and monotonous, and totally incapable of expressing the passions, 
he weeps without drawing tears from others, he is affected and his audience 
is unmoved One has a sonorous and touching voice, but his features are dis 
agreeable, his stature and form have nothing heroic in them. In short, the 
requisites for a really great actor are so many, and so seldom united m the 
same person, that we ought not to be surprised at finding them appear at such 
long intervals 

It must be confessed that Lckain had some faults, but in literature and in the 
arts of mutation genius is rated in proportion to the beauties it creates Its im 
perfections form no part of its fame, and would be forgotten if they were not 
allied to noble aspirations Nature had refused to Lckain some of the advantages 
which the stage demands His features had nothing noble in them, his physi 
ognomy was common, his figure short. But his exquisite sensibility, the move 
ment of an ardent and impassioned soul, the faculty he possessed of plunging 
entirely into the situation of the personage he represented, the intelligence, so 
delicately fine, which enabled him to perceive and produce all the shades of the 
character he had to paint — these embellished his irregular features and gave him 
an inexpressible charm His voice was naturally heavy, and by no means flexible 
It was to some extent what is called a veiled voice, but that very veil imparted 
to it, defective as it was m some respects, vibrations which went to the bottom 
of the hearer's sou! However, by dint of application, he contrived to overcome 
its stiffness, to enrich it with all the accents of passion, and to render it amenable 
to all the delicate inflections of sentiment He had, m fact, studied hts voice as 
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one studies an instrument He knew all its qualities and all its defects He 
passed lightly over the harsh to give fuller effect to the vibrations of the har 
moruous chords His voice, on which he essayed every accent, became a rich 
keyed instrument, from which he could draw forth at pleasure every sound 
he stood in need of And such is the power of a voice thus formed by nature 
attuned by art, that it affects even the foreigner who does not understand 
the words Frenchmen who are totally unacquainted with English have been 
affected even to tears by the accents of the touching voice of Miss O’Neill 

At the commencement of his career, Lekam, like all young actors, gave 
way to boisterous cries and violent movement, believing that in this way he 
triumphed over difficulties In time, however, he felt that of all monotonies that 
of the lungs was the most unsupportablc, that tragedy must be spoken, not 
howled, that a continual explosion fatigues without appealing, and that only 
when it is rare and unexpected can it astonish and move He felt, in fine, that 
the auditor, shocked by the ranting on the stage, forgets the personage repie 
sented, and pities or condemns the actor Thus Lekain, often fatigued in long 
and arduous scenes, took care to conceal from the public the violence of his efforts, 
and at the very moment when his powers were nearly exhausted they seemed 
to possess all their strength and vigor 

• • • * 

Experience had taught Lekain that all the silly combinations of mediocrity, 
the contrast of sounds, and ranting and raving might evoke great applause and 
many bravos, but it conferred no reputation The lovers of noise and vociferation 
fancy their souls arc wooed, while only their ears are stunned There is a certain 
number of artists, connoisseurs, and intelligent persons who are sensible only to 
what is true and conformable to nature These persons do not like much noise, 
and it is upon their opinion that an actor’s reputation depends Lekatn despised 
those plaudits which torment and often distract an actor He resolved to study 
only that part of the public which was worth pleasing He rejected all the 
charlatanism of his art, and produced a true effect, he always discarded the 
claptraps which so many others seek to discover He was, consequently, one 
of the actors the least appreciated in his day, but he was the most admired 
by competent judges, and he rendered tragedy more familiar without depriving 
it of its majestic proportions 

He knew how to regulate all his movements and all his actions He regarded 
this as a very essenual part of his art For action is language in another form 
If it is violent or hurried, the carriage ceases to be noble Thus, while other 
actors were theatrical kings only, in him the dignity did not appear to be the 
result of effort, but the simple effect of habit He did not raise his shoulders or 
swell his voice to give an order He knew that men in power had no need of 
such efforts to make themselves obeyed, and that in the sphere they occupy all 
their words have weight and all their movements authority Lekam displayed 
superior intelligence and great ability in the varied styles of his recitation, which 
was slow or rapid, as circumstances required, and his pauses were always full of 
deep significance There are, in fact, certain circumstances in which it is nee 
essary to solicit one’s self before we confide to the tongue the emotions of the 
soul or the calculations of the mind The actor, therefore, must have the art 
of thinking before he speaks, and by introducing pauses he appears to meditate 
upon what he is about to say But his physiognomy must correspond also with 
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the suspensions of his voice His attitudes and features must indicate that during 
these moments of silence his soul is deeply engaged, without this his pauses will 
seem rather to be the result of defective memory than a secret of his art 

There are also situations m which a person strongly moved feels too acutely 
to wait the slow combination of words The sentiment that overpowers him 
escapes in mute action before the voice is able to give it utterance The gesture, 
the attitude, and the look ought, then, to precede the words, as the flash of 
lightning precedes the thunder The display adds greatly to the expression, as 
it discovers a mind so profoundly imbued that, impatient to manifest itself, 
it has chosen the more rapid signs These artifices contribute what is properly 
called bv play, a most essential part of the theatrical art, and most difficult to 
acquire, retain, and regulate well It is by this means that the actor gives to 
his speech an air of truth, and takes from it all appearance of measured speaking 
There are also situations in which a person transported by the violence of 
feeling finds at once all the expression he wishes The words come to his lips as 
rapidly as the thoughts to his mind, they are born with them, and succeed each 
other without interruption The mind of the actor, then, ought to be hurried 
and rapid, he must even conceal from the audience the effort he makes to pro 
long his breath This effort he must make, since the slightest interruption or 
the slightest pause would destroy the illusion, because the mind would seem 
to participate in this pause Besides, passion does not follow the rules of grammar, 
it pays but little respect to colons, and semi-colons, and full stops, which it dis 
places without ceremony 

• • • • 

Lekain was a creature of passion, he never loved but to madness, and, it 
is said, he hated m the same manner He whose soul is not susceptible to the 
extremes of passion will never rise to excellence as an actor In the expression 
of the passions there are many shades which cannot be divined and which the 
actor cannot paint until he has felt them himself The observauons which he 
made on his own nature serve at once for his study and example, he interrogates 
himself on the impressions his soul has felt, on the expression they unprinted 
upon his features, on the accents of his voice m the various states of feeling 
He meditates on these, and clothes the fictitious passions with these real forms 
I scarcely know how to confess that, in my own person, in any circumstance of 
my life m which I experienced deep sorrow, the passion of the theatre was so 
strong in me that, although oppressed with real sorrow, and disregarding the 
tears I shed, I made, in spite of myself, a rapid and fugitive observation on the 
alteration of my voice, and on a certain spasmodic vibration which it contracted 
as I wept, and, I say it, not without some shame, I even thought of making use 
of this on the stage, and, indeed, this experiment on myself has often been of 
service to me 

The contrarieties, the sorrow, and melancholy reflections which an actor 
may apply to the personage he represents, m exciting his sensibility, place him 
m the degree of agitation necessary for the development of his faculues Lekain 
thus found, in his own passions, display for his talents As to the odious characters 
and vile passions, of which the type was not in him — for no man was more 
honorable than Lekain — he painted them by analogy In fact, amongst the 
irregular passions which disgrace humanity, there are some which possess points 
of contact with those which ennoble it. Thus, the sentiment of a lofty emulauon 
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enables us lo divine what emy may feel, the just resentment of wrongs shows 
us in miniature the excess of hatred and vengeance Reserve and prudence 
enable us to paint dissimulation The desires, the torments, and the jealousies 
of love enable us to conceive all its frenzies and inmate us in the secret of its crimes 
These combinations, these comparisons, are the result of a rapid and im 
perceptible labor of sensibility, united with intelligence, which secretly operates 
on the actor as on the poet, and which reveals to them what is foreign to their 
own nature — the viler passions of guilty and corrupted minds Thus Milton, a 
man of austere probity, and so full of the divine power, created the personage 
of Satan Corneille, the simplest and worthiest of men, created Phocas and 
Felix, Racine, Nero and Narcissus Voltaire has painted the effects of fanaticism 
with a frightful truth, and Ducts, whose taste was simple, and whose life was 
religious, painted, in Albufar, m traits of fire, all the transports of incestuous love 
These terminate my hasty reflections on Lekain and our art 1 have thrown 
them together without order, but 1 hope in the quietude of silence and repose, 
to resume the subject, and give, for the use of my successors, the result of a long 
experience in a career devoted entirely to the advancement of the beautiful 
art I love so deeply 


JOSEPH ISIDORE SAMSON 

(1793 1871) 

The comedian Joseph Isidore Samson was highly esteemed both as actor and 
teacher He studied at the famous Conservatoire, where he won the first prize m 
comedy At the OdSon and then for many years at the Comedie Franqatse, he acted 
successfully m the plays of Moltere and Beaumarchais and in contemporary works 
During his long career he created two hundred and fifty roles Admired for his 
superb diction, he has been called ‘ the last representative of the classical tradition ” 
In 1829 Samson became a professor at the Conservatoire He trained so many 
excellent actors that Coquelin called him incomparable professor ” His greatest 
pupil was Rachel, whose unique talent he shaped by suggestions and advice From 
her letters we realize that she continued to rely on his judgment even after her 
triumphs 

The English actor William Charles Macready once watched Samson at his 
work and observed in his diary that it was teaching conventionalism — it was 
perpetuating the mannerism of the French stage, which is all mannerism Genius 
woq'jA be crampei, A not marrnth and instonei, by yacb a coarse ’ Nftboagb 
Rachel’s artistry disproved Macready’s final statement, he was probably right in 
recognizing that the Conservatoire tended to sustain a particular style 

Samson's unusual success as a teacher stemmed from his clear understanding 
of the actor’s need for training The first section of his long poem LArt thiatral 
deals with the relationship of teacher and student On the following pages it appears 
for the first time, to our knowledge, m a prose translation The whole poem, modeled 
on Horace’s Art of Poetry, has never been translated In spite of its didactic quality, 
the poem contains valuable comments on acting and on French actors The play 
wright Emile Augier called it a * veritable monument raised to dramatic art.’ 
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The Instruction of an Actor 

I shall try in my v erses to draw lessons from this fascinating art, in which 
a nimble actor portrays so many different men It has been flouted for too long, 
hence reason must defend it against the prejudiced It is 3n art which calls 
for a skillful study of the heart and in which thought comes alive before our eyes 

Discredited in advance by my feeble talent, my advice will perhaps be power 
less Yet Horace and Goileau were able to teach both their century and posterity 
One accepts the precepts of such eminent men, with the certainty that examples 
go hand in hand with precepts 

But when the master is not sufficiently grounded vve send him back to school 
My entire life has been consecrated to this art which I adore. For want of a 
more glorious fame, 1 remember and recall, not without some pride, that I hate 
given to the stage more than one beloved actor whose fame (precious memory!) 
and brilliant future I advanced 

Being the enlightened interpreter of the poet, the actor must burn with 
the same sacred fire The instinct for imitation must reveal itself in his early 
games Does this scholar who is being reprimanded resent his punishment* 
No he has been imitating the rough and nasal voice of the professor who instructs 
and watches over him With spectacles on his nose and ruler in hand, adopting 
an inhuman expression, he repeats his bonng lecture, with drawling voice and 
scowling brow His handsome child face tries to produce wrinkles of which 
it is devoid Intimidated by the resemblance, his young companions listen in 
silence Soon their fears change to pleasure They break into prolonged laughter 
The future Preville has tickled their ear while, in the child s soul, the pride of 
the artist has been born Another, to whom the Greeks and Romans are dear, 
recites only tragic verse, obsessed by memories of Lekam and Talma A foe of 
tyranny, when he is at school, he can be heard castigating Caesar or Tarquin 
m verses of the day which he declaims in furiously republican tones This wins 
him popularity with his class, which he m later days recalls as a happy presage 
of future laurels 

Does the actor require teaching? According to certain misleading theories, no 
Nature alone is the supreme teacher of the arts and whoever wishes to brave 
dwt baiAvds -at vb/e rtoge '.WAA vz/tfxi/i. V.wwstlf tvs Vies ■aLwvc. Sta. rAvvivt w/sf/ites 
to attempt new paths, she alone influences our most famous talents, communicating 
to their hearts those sublime flights that routine instruction would stifle Break 
ing down all annoying restrictions, she arouses in the astonished spectator's 
bosom the proper enthusiasm confirmed by shouts Instinct rather than vain 
knowledge, is the better guide The lessons of public taste and experience are 
worth more than a dry and stiff pedant who speaks of warmth in glacial tones, 
who robs you of this heavenly gift which every artist worships originality He 
imposes on you his gestures and ideas and speech and by blocking the impetuous 
course of talent, dries up the source of inspiration Should one then inhibit the 

Jostph Isidore Simson L Art thlttral ed ttd by E Dentu Pins Lvbrsuie dt la Socifti its 
Gem de Lectres 1861 Cl jut Vrem er pasum 
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audacious flight of the young eagle trying out his wings? Where does this 
barbarously stupid mama come from? The same proud freedom, companion to 
genius, mother of all great talents and noble deeds, is as necessary to art as to a 
nation Rules arc chains which a real talent disdains, mediocrity wears them but 
talent breaks them Like the gay marquis described by Moliere, the great actor 
knows everything without having learned anything Avoid study with perse 
\erance and yield to inspiration strengthened by ignorance 

The vulgarian is charmed by this pompous discourse, refuses to give any 
recognition to the man who molded the beginner, should he meet with a Iegiti 
mate success The actor himself, they claim, is alone the source of his acting 
Verily a student becomes a derm god But should some shadow dim this rising star, 
the master is blamed for the student’s mistakes for having dared imprison him 
in the shackles of art 

And should wc be astonished by this talk? Long ago, men mad with vanity, 
outraged the memory of the old authors whose glory we love, trampling under 
foot the laws of taste and common sense and crying Glory belongs to us alone 
Our reign begins To prepare a great future for art, one must forget the past 
The future eagles live off the poetic clouds' Rules are a nuisance we outlaw rules 
Constantly imitating a boring past, the human spirit grovels, sunk in a rut Genius 
must at last be us own teacher and with rules out of the way, masterpieces 
will be born’ Where have these subtle speech makers led us? There arc no more 
rules where arc the masterpieces? . 

They expect a young actor at the beginning of his career boldly to interpret 
Corneille, Racine, and Moliere Without fire borrowed from a neighboring 
torch or a life line to give him courage and guide him safely through the laby 
rinth, they want him to plumb their depths How can he, a novice of the stage, 
depict the human heart he has not yet observed? Will heaven teach him the 
difficult secret of manipulating an undisciplined voice? Will he understand the 
eloquence of silence, of a less hurried delivery, a less frequent gesture? Will he 
be aware that one emphasizes the value of a pleasant, terrible, or tender word 
by retarding it, or that often the effect of a comic or serious word can be lost 
by too much delay? 

Where will he learn the conventions of good taste, the simplicity of great 
ness, of fine nuances? I could mention a thousand other secrets involving the 
knowledge of talent’s mysterious treasure house, of which a novice can know 
nothing without a cautious mentor to stimulate or stop him and who, by re 
minding himself of his own obstacles, levels the road over which he once 
traveled? 

One of the greatest of French actors, Baron, was as a child adopted by 
Moliere One of the great ornaments and props of the theatre, he studied 
and grew up near MoliJre His master imbued him with the salutary hatred 
of cadenccd delivery which the public then admired Watching him closely, 
following his progress with a paternal eye, he fixed in his voice a simple and 
honest diction, fatally ignored by the actor who destroys himself, such as Mont 
fleury succumbing to the ravings of Orestes And others who, with piercing shouts, 
tear the cars rather than the heart One cannot measure the infinite heights 
attainable by a talent guided by genius None of the famous successors of the 
French Roscius has been able to dim his splendor, two muses consecrate his 
[ 188 ] 



FRANCE 


memory and the passing of his epoch does not minimize his fame Baron, sublime 
actor sired by Mohere and proud of his teacher, marches to immortality 

The smiling Desmare molded Dangev ille, and Preville also obeyed the directions 
of a teacher 

He will not stifle the brilliant qualities of the pupil m his charge, but rather 
regulate their usage and quantity But the pupil must have complete confidence 
and be sure not to select some victim of the vulgar public taste some long-suffering 
mercenary, who sells you the talent denied to himself Will his word count if 
his success has not won him respect? He must talk, simply, avoiding dogmatic and 
pompous discourse the pupil does not listen if he is bored And follow theory with 
example Sometimes one quiedy ridicules a teacher who prescribes and does not 
execute. He must teach the young with lo\e, repress their vanity, chide their 
laziness, use by turns the rein and the spur, change their nature and tame their 
habits The actor s art requires long study I pity him who m imprudent attempts 
depends on inspiration for his success, convinced that, at his command alone 
talent will descend on him from heaven Disdaining instruction work, and art 
he invokes fortune as his God He worries after delivering a speech his role 
suddenly causes his back to bend beneath its weight, he loses courage farewell to 
that future with dreams of which his pnde had entertained hunl Farewell the 
many laurels picked in fantasy I Alas, what has become of his proud assurance, 
the strong fearless heart he thought was his? He would like to run away but 
there he is nailed 

I do not deny the divine flame, those sudden flashes that illuminate the 
spirit, or the brilliant sun of the imagination whose gleaming rays brighten 
our performances But should a mad vanity trust these lucky strokes and sudden 
flashes as guides? Do you believe that in the clutches of a quick enthusiasm, one 
assumes the part by donning the costume and that at the fatal lifting of the 
curtain the role suddenly reveals itself to the intelligence? No each part en 
trusted to your care needs study m every detail But before the public, all study 
must be eliminated, your efforts must be hidden from us And may the lines 
so often repeated by you be spoken with facility Think of everything adjust 
everything, try it all in advance a careful study inspires confidence, for ease is 
the most attractive feature of talent a well thought-out conception gives the 
impression of being unprepared 

Do not, as a lazy and imprudent actor, depend on the breath of inspiration 
Four studies should prepare yucr fo reverse ct SamctroKS tt goes astfraf Kith s 
frivolous spirit but it is to the serious talent that it prefers to toss new, un 
expected effects, powerful emotion and eloquence But even when abandoning 
himself, the artist must observe himself so, artist, remember your lucky achieve 
mcntsl Art must remember what chance has not produced The actor who wants 
to attain the pinnacle of talent must, when he gives his heart, retain his head 
He adds to the effects, long since prepared, tones and gestures inspired by the 
stage That is the way a role grows So develop those actors who are applauded 
by people of intelligence and taste Inspiration, so dear to the misguided, does 
not replace study and work e\ en though its star occasionally shines within 
us Inspiration never reveals a role in its entirety and he who depends on 
her, she rarely visits 

You who are the partisans of this dangerous system, for whom teachers 
and lessons are anathema, do you know the man who formerly wanted a school 
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of art like that of which I am speaking? It was Lekain, the idol and model 
of his time And the great actor Talma was also the product of a school 
Talma, who never disdained the past and who by listening to the voice of 
Monvel, 1 reconstructed that of Lekain 

He questioned his reliable old companion, in the days of his growing fame, 
to find out what the early heroes of his art had done Dumesnil, Chiron, Lekain 
and Brizard Later when one saw him on the throne of Augustus enjoying 
a just and brilliant triumph, he said I saw Monvel and I retained what he did, 
not being able to improve on it, I remembered ’ 

That is how real talent modestly speaks He has no insane over-confidence 
m himself, nor, m love with inspiration, does he break with tradition He separates 
the wheat from the chaff But if his reason warns him against an effect as con 
trary to the authors intention, he does not become the servile imitator and yield 
to a stupid usage He offers the past but a free and just homage 

Too many young people, in love with the present, proudly disdain the old 
days, saying in a bold voice This has been done so it should no longer be don* ’ 
Let us be a litdc less prone to flay the past but refuse to accept its mistakes 

Sometimes a man is mistaken about his talent A mean brow aspires to 
the crown, another with the figure and bearing worthy of heroes thinks himself 
born to impersonate the nimble Figaro The wise teacher, whose advice \ou 
follow, must direct your taste and influence your choice Sometimes an actor 
drags a brilliant role arousing the dislike of the discerning spectators, and lesser 
roles well played, change their seventy into applause 

Too many ignorant actors are in the theatre one makes Melpomene groan 
in uneven cadences, another, misunderstanding the laws of prosody, speaks a 
Trench that resembles a dialect So that verses may always keep their beat, learn 
grammar before making your debut Will you have the strength and leisure 
to do so later? You will find that later work, pleasure, pride in your successes 
or shame will distract your mind from any such intention 

You must study other subjects beside grammar Lend your spirit noble 
attitudes Think about history, to judge the heroes you portray, search the remote 
corners of their souls Study those generous, dishonest, haughty, infamous people 
you bring to life on the stage, study them well in order to resuscitate them, so 
that when we sec them we recognize the color of their period, the place where they 
were born Death will yield them up to us, thanks to your powerful art Learn 
what history lends to the poet, what taste admits and what it rejects Sometimes 
the actor adds a few precious traits to his portraits Achilles, whom the critics 
considered too French, appeared more classical when Tihna played him, 3nd 
Lekain, portraying the fatal love of Zaire, was more Oriental than Voltaire 

These famous cases in the theatre must be discreetly imitated, and it would 
be dangerous for a novice to attempt them A mature talent and many successes 
are required to give him the proper assurance, so that his more intimate tie 
with the public permits him occasionally to correct the author who lends him his 
voice on the stage . 

Love and read good poetry, drink ns celestial ambrosia Listen to and admire 
these lyric accents, these immortal songs that have charmed and taught the world, 
and those who following their sublime road, have won a reputation among their 

’Monvtl (Jacques Marie Boutet 1741 1812), father of Mile Man 
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contemporaries The powerful charm of their songs will nourish in your heart 
the taste for harmony, the lose of beauty and the cult of genius Transported 
to the heavens, you will learn from them to mix the ideal with the real The 
divine charm of the ideal is a need of the soul in the name of reason, art also 
requires it 

This mental discipline that occupies your leisure will later yield you in 
telhgent pastimes How can these ignorantly stubborn people think of develop- 
ing illiterate talents for a literary theatre? Noblesse obligel ' The French theatre has 
seen fine talents and illustrious successes By avoiding mental laziness, you will 
deserve your noble rewards 

Reason proclaims what example attests A premature debut can prose fatal 
Repress your foolhardy pride and in order to assure your success, postpone it 
But once the awaited hour strikes, remember him who made it possible Despite 
the swarming flatterers do not be ashamed of his paternal care May you cherish 
his voice for a long time! Remember a career is full of pitfalls To march 
forward with firm heart and step have first a teacher and aways a friend 
Translated from the French by Helen Burlin 

FRANCOIS DELSARTE 

(1811-1871) 

Dclsarte, son of a renowned but impoverished physician, was first apprenticed 
to a porcelain painter m Pans A taste and aptitude for music led him in 1825 
to seek admission to the Conservatoire Here, by a strange trick of fate, the future 
master of vocal training and diction lost his voice as a result of faulty instruction 
Yielding to the inevitable, Dclsarte renounced the stage and assumed the function of 
professor Years of diligent study went into Delsartes attempt to formulate laws 
of speech and gesture which would be as precise as mathematical principles In 
tracing the development of works on aettng methods, Lee Strasberg says In the 
nineteenth century the Frenchman Dclsarte becomes dissatisfied with the routine 
acting techniques taught in his time Aware of its mechanical and stultifying char 
actcr, he grows to realize that under the stress of natural instinct or emotion the 
body takes on the appropriate attitude or gesture and this gesture was not at all 
what his teachers taught it was But unable or unwilling to rely on what he had 
discos ered he tried to create a new senes of elaborate pictorial descriptions that 
ended by being just as mechanical as those he originally broke away from The 
time was not ready For the understanding of the conscious and unconscious, the 
functioning of the senses the knowledge of the affect we behavior, had simply not 
advanced far enough for it to be utilized in concrete practice 

Dclsarte had numerous distinguished pupds — among them the celebrated 
Rachel — and his influence in the France of his day was widespread Curiously, 
Delsartes ideas, as interpreted by others, had a tremendous vogue in the United 
States at the end of die nineteenth century Contemporary advertisements of Dclsarte 
recitation books called on every Delsartcan, every elocutionist, every singer, every 
teacher, and every other cultured person to use them as texts as well as a “means 
of acquiring grace, dignity, and a fine bearing for society people ’ 

Dclsarte actually left only five chapters of the large work he planned to call My 
Retelatory Episodes In addition there remain a number of addresses and manu 
scripts The mitem! which follows is drawn from these sources 
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Elements of the Delsarte System 

Gesture 

The artist should have three objects To move to interest to persuade He 
interests by language, he moves by thought, he moves, interests and persuades 
by gesture 

Language is the weakest of the three agents In a matter of the feelings 
language proves nothing It has no real value, save that which is given to it by 
the preparation of gesture 

Gesture corresponds to the soul, to the heart, language to the life, to the 
thought, to the mind The life and the mind being subordinate to the heart, 
to the soul gesture is the chief organic agent So it has its appropriate character 
which is persuasion, and it borrows from the other two agents interest and emotion 
It prepares the way, in fact, for language and thought, it goes before them and 
foretells their coming, it accentuates them 

By its silent eloquence it predisposes, guides the listener It makes him a 
witness to the secret labor performed by the immanences which are about to 
burst forth It flatters him by leading him to feel that he partakes in this prep 
aration by the initiation to which it admits him It condenses into a single word 
the powers of the three agents It represents virtue effective and operative It 
assimilates the auxiliaries which surround it, and reflects the immanence proper 
to its nature, the contemplation of its subject deeply seen, deeply felt It possesses 
them synthetically, fully, absolutely 

Artistic gesture is the expression of the physiognomy, it is transluminous 
action it is the mirror of lasting things Lacordairc, that spoiled child of the 
intellect, spoke magnificendy He interested, he aroused admiration, but he did not 
persuade His organism was rebellious to gesture He was the artist of language 
Ravignan, inferior intellectually, prepared his audience by his attitude, touched 
them by the general expression of his face, fascinated them by his gaze. He was 
the artist of gesture 


Definition of Gesture 

Gesture is the direct agent of the heart It is the fit manifestation of feeling 
It is the revealer of thought and the commentator upon speech It is the elliptical 
expression of language, it is the justification of the additional meanings of speech 
In a word, it is the spirit of which speech is merely the letter Gesture is parallel 
to the impression received, it is, therefore, always anterior to speech, which is 
but a reflected and subordinate expression 

Gesture is founded on three bases which give rise to three orders of studies, 
that is, to three sciences, namely The static the dynamic and the semeiottc 

What are these three sciences, and first of all, what are they m relation to 
gesture? The semeiottc is us mind, the dynamic is its soul, the static is founded 
on the mutual equilibrium or equipoise of the agents 

Delsarte System of Oratory Containing AH the Literary Remains of Francois Delsarte (Given 
in Hu Own Words), translated by Abby L Alger New York Edgar S Werner 1893. pp * 6S 
468 486 487 322 329 
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The most powerful of all gestures is that which affects the spectator without 
his knowing it 

From this statement may be deduced the principle that Outward gesture, 
being only the echo of the inward gesture which gave birth to it and rules 
it, should be inferior to it in development and should be in some sort diaphanous 

Speech 

Speech is an act posterior to will, itself posterior to love, this again posterior 
to judgment, posterior m its turn to memory, which, finally, is posterior to the 
impression 

Every impression, to became a sensation, must first be perceived by the 
intelligence, and thus we may say of the sensation that it is a definite impression 
But, to be definite, it must pass into the domain of memory and there solicit the 
reappearance of its congeners with which it may identify itself It is in this 
apparatus and surrounded by this throng of homogeneous impressions which gather 
round it, as if by magic, or rather which it draws about it as the magnet draws 
the iron, it is, I say, in this complex state that it appears before the intdiigence to 
receive from the latter a fitting name For the intelligence could not give it a 
name if the homogeneous impressions in which it has, so to speak, arrayed itself, 
did not serve to point it out 

Now, by this distinction, established by the double operation of the memory 
and the intelligence, a movement takes place in the soul, of attraction, if the 
intelligence approve, or of repulsion, if it disapprove This movement is called 
the will The will, therefore, becomes the active principle in virtue of which 
speech is expressed, thus speech is the express agent of the will It is speech, 
in fact, which, under the incubation of this mysterious power, rules, groups and 
moves bodies with the aid of memory 

Inflection is the life of speech the mind lies in the articulaUve values, in 
the distribution of these articulations and their progressions The soul of speech 
is in gesture 


Random Notes 

The Senses 

Taste and smell say It is Good 
Sight and touch say It is Beautiful 
Hearing and speech say It is True 

Every agreeable or disagreeable sight makes the body react backward The 
degree of reaction should be in proportion to the degree of interest caused by 
the sight of the object presented to our sight 

The more lofty the intellect, the more simple the speech (So in art) 

Accent is the modulaton of the soul 
Routine is the most formidable thing I know 

If you would move others, put your heart in the place of your larynx, let 
your voice become a mysterious hand to caress the hearer 

Nothing is more deplorable than a gesture without a motive Perhaps the 
best gesture is that which is least apparent 

Persuade yourself that there are blind men and deaf men m your audience 
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whom you must move, interest and persuade! \ our inflection must become pan 
tomime to the blind, and your pantomime, inflection to the deaf 

The mouth plays a part in everything evil which we would express, by 
a grimace which consists of protruding the lips and lowering the corners If the 
grimace translates a concentric sentiment, it should be made by compressing 
the lips 

Conscious menace — that of a master to his subordinate — is expressed by 
a movement of the head carried from above downward Impotent menace requires 
the head to be moved from below upward 

Any interrogation made with crossed arms must partake of the character 
of a threat 

There are three great articular centres, the shoulder elbow and wrist Passional 
expression passes from the shoulder, where it is in the emotional state, to the 
elbow, where it is presented in the affectional state, then to the wrist and the 
thumb, where it is presented in the susceptive and volitional state 

Bad actors exert themselves in vain to be moved and to afford a spectacle 
to themselves On the other hand, true artists never let their gestures reveal more 
than a tenth part of the secret emotion that they apparently feel and would hide 
from the audience to spare their sensibility Thus they succeed in stirring all 
spectators 

No, art is not an imitation of nature, art is better than nature It is nature 
illuminated 

There arc two kinds of loud voices, the vocally loud, which is the vulgar 
voice, and the dynamically loud, which is the powerful voice A voice, however 
powerful it may be, should be inferior to the power which animates it 

Without abnegation, no truth for the artist We should not preoccupy 
the audience with our own personality There is no true, simple or expressive 
singing without self denial We must often leave people in ignorance of our own 
good qualities 

To use expression at random on our own authority, expression at all hazards 
is absurd 

The mouth is a vital thermometer, the nose a moral thermometer 
An abstract having been made of the modes of execution which the artist 
should learn before handling a subject, two things are first of all requisite 

1 To know what he is to seek m that subject itself, 

2 To know how to find what he seeks 

SpettVi vs srafebe. \Wogta vs iVie vri&x&idavn tA \Vit wftdAett 

How should the invisible be visible when the visible is so litdc so! 

One cannot be too careful of his articulation The initial consonant should 
be articulated distinctly, the spirit of the word is contained in it 
Rhythm is that which asserts, it is the form of movement 
Melody is that which distinguishes 
Harmony is that which conjoins 

Let your attitude, gesture and face foretell what you would make felt 
If you cannot conquer your defect, make it beloved 
A movement should never be mixed with a facial twist 
Things that arc said quietly should sing themselves in the utterance 
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BENOIT CONSTANT COQUELIN 

(1841-1909) 

The name of Coquelin is pre-eminent among the actors of the French theatre 
in the second half of the nineteenth century Son of a baker, he entered the Con 
scrvatoire in 1859 and was in the comedian Regmer’s class Here he won the first 
prize in comedy and in 1860 made his debut at the ComSdie Frangaise as Gros 
Rene in MoUere’s Le Depit amoureux In the following year he achieved great 
success in the role of Figaro in Beaumarchais’ play 

In 1864 he became a soaetaire at the Comcdte and during the next twenty 
two years he created the leading parts in forty four new plays, among them those 
of Augier, Dumas fils, and Pailleron At the Comedic, he was later joined by his 
brother, Ernest Alexandre Honore Coquelin (1848 1909), who became a societairc 
in 1879 In 1886 Constant Coquelin resigned from the Theatre Francois after a 
dispute with the company and went on a profitable tour of Europe and America 
He returned three years later but resigned again in 1892 to travel with a company 
of his own One of his greatest triumphs was Cyrano de Bergerac in Rostand’s 
play at the Porte Saint Martin of which he became the director in 1897 His name 
will always be associated with that of Sarah Bernhardt with whom he frequently 
starred In 1900 they went to the United States together, and on their return he 
played Rostands L'Aiglon at her theatre Just before his death he was rehearsing 
the leading role in Rostand’s Chantecler 

Coquelin belonged to a line of actors who were uniquely French — the low 
comedian specializing in the valets de Mol tire These comic servant characters 
of Moliere, Regnard, and later Beaumarchais had provided excellent roles for many 
fine actors from Moliere himself to Rcgmcr, Samson, and Edmond Got (1822 1901) 
Coquelin was at his best in those parts, although he also played serious roles in 
contemporary plays Rostand created Cyrano with the acting abilities of Coquelin 
m mind 

Henry James wrote of Coquelin ‘But to enjoy the refinement of M Coquelm’s 
acting the ear must be as open as the eye, must even be beforehand with it, 
and if that of the American public learns, or even shows an aptitude for learning, 
the lesson conveyed in his finest creations, the lesson that acting is an art and that 
art is style, the gain will have been something more than the sensation of the 
moment — it will have been an added perception 

Perhaps more than any other actor of his era Coquelin was the exacting artist, 
working with cold intellectual persistence to create dramatic characters and poetry 
on the stage He reported his method of building a new part in the following 
words “When I have to create a new role, I begin by reading the play with the 
greatest attention, five or six times First, I consider what position my character 
should occup) , on what plane m the picture I must put him Then I study his 
psychology, knowing what he thinks and what he is morally I deduce what he 
ought to be physically, what will be his carriage, his manner of speaking, his gesture. 
These characteristics once decided, I learn the part without thinking about it further 
Then, when I know it, I take up my man again, and closing my eyes I say to him, 
‘Recite this for me ’ Then I see him delivering the speech, the sentence I asked him 
for, he lives, he speaks, he gesticulates before me, and then I have only to 
imitate him” 

In the last decade of the nineteenth century Coquelm and Henry Irving en 
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gaged in a paper battle over their respective approaches to the art of acting Part 
of their controversy involved the longstanding quarrel of the Diderot Paradoxe 
3nd led William Archer to his investigation biases or Faces? Without attempting to 
decide which was the superior actor or which the victor in the literary argument, 
it is enough to say that Coquelm s varied writings on the art of acting are among 
the finest attempts to dissect the basic principles of the art George Jean Nathan 
said of him * Coquelm is the only actor who ever lived who proved that he had 
a critical mind m the appraisal of acting” 


The Dual Personality of the Actor 
I 

Art, I define as a whole, wherein a large element of beauty clothes and 
makes acceptable a still larger element of truth 

Thus in the execution of a work of art the painter has his colors, his canvas, 
and hts brushes, the sculptor has his clay, his chisel, and his modeling tools, the 
poet has hts words, rhythm, harmony, and rhyme Every art has its different 
instruments, but the instrument of the actor is himself 

The matter of hts art, that which he has to work upon and mold for the 
creation of his idea, is hts own face, his own body, his own life Hence it follows 
that the actor must have a double personality He has his first self, which is 
the player, and his second self, which is the instrument The first self conceives 
the person to be created, or rather — for the conception belongs to the author — 
he sees him such as he was formed by the author, whether he be Tartuffe 
Hamlet, Arnolphc, or Romeo, and the being that he sees is represented by his 
second self This dual personality is the characteristic of the actor 

Not that the double nature is the exclusive property of actors alone, it 
undoubtedly exists among others For example, my friend Alphonse Daudet 
takes delight m distinguishing this double element in the personality of the 
storyteller, and even the very expressions I am now using are borrowed from him 
He confesses that he also has his first self and his second self — the one a man 
made like other men, who loves or hates, suffers or vs happy, the other a being 
belonging to a higher sphere, whose balance nothing can disturb, and who 
in the midst of tumultuous emotions can observe, study, and take notes for the 
future creation of his characters 

But this double nature of the writer is neither so essential nor so conspicuous 
as that of the actor The first self of the author watches the second self, but they 
never mingle In the actor, on the contrary the first self works upon the second 
till it is transfigured, and thence an ideal personage is evolved — in short, until 
from himself he has made his work of art 

When a painter is about to execute a portrait he first poses his model, and 
then, concentrating, as it were, in his brush all the striking features that his 
trained eye can seize, he transfers them to the canvas by the magic of hts art, 
and when he has done this, his work is finished The actor, however, has still 
something to do — be must himself enter into the picture For hts portrait must 


Benot Constant Coquelm 'Acting and Acton Harper’s New Monthly Magazine, May, 1687, 
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speak, act, walk in its frame, which is the stage, and it must comey the illusion 
of life to the spectator 

Therefore when the actor has a portrait to execute, that is, a part to create, 
he must first read the play carefully over many times, until he has grasped 
the intention of the author and the meaning of the character he is to represent, 
until he has a clear understanding of his personage, and sees him as he ought to be 
When he attains to this, he has his model Then, like the painter, he seizes each 
salient feature and transfers it, not to his canvas, but to himself He adapts 
each element of this personality to his second self He sees Tartuffe in a certain 
costume, he wears it, he feels he has a certain face, he assumes it He forces, if 
one may say so, his own face and figure into this imaginary mold he recasts 
his own individuality, till the critic which is his first self declares he is satisfied, 
and finds that the result is really Tartuffe 

But this is by no means all, otherwise the resemblance would be only ex 
terna!, it would merely comey the outward form of the personage, not the per 
sonage himsdf Tartuffe must be made to speak with the voice that he hears 
Tartuffe using, and in order consistently to represent the part the actor must 
learn to move, talk, gesticulate, listen, and also think, with the mind which 
he dmnes in Tartuffe 

Now, and not till now, is the picture completed, it is ready to be framed— 
I mean put on the stage — and instead of exclaiming Look at Geoff royl 1 Here 
comes Bressantl ° or whoever it may be, the audience will cry, Ah, this is 
Tartuffe! if otherwise, your labor is lost 

To sum up, the first thing necessary must be a deep and careful study of 
the character, then there must be the conception by the first self, and the 
reproduction by the second, of the person such as his character inevitably makes 
him This is the work of the actor 

Like Moliere, he takes his own wherever he may find it, that is, to complete 
the resemblance he may add to his portrait any striking traits which he him 
self has observed m nature, thus Harpagon was composed of a thousand misers 
melted and cast m the mold of a masterly unity 

II 

The two natures which coexist in the actor are inseparable, but it is the first 
self, the one which sees, which should be the master This is the soul the other 
is fne body It is the reason — the same reason that our friends the Chinese ca'd 
the Supreme Ruler, and the second self is to the first what rhyme is to reason — 
a slave whose only duty is obedience 

The more absolute the subjeetton of this mistress, the greater the artist 

The ideal would be that the second self, the body, should be a soft mass of 
sculptor s day, capable of assuming at will any form, who would become a 
charming jeune premier for Romeo, a diabolical and intellectually fascinating 
humpback for Richard III, for Figaro a ferret faced valet with an expression 
of audacious impertinence Then the actor would be all accomplished, and granted 
he also had equivalent talents, he could undertake every part Alas! nature forbids 
this, he would be too forunate However supple may be the body, however mobile 


3 Jean Mane Joseph Geoffrey (1813 IS 8 J) 

2 Jean Baptiste Prospire Bressant (1811 1886) 
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may be the face, neither one nor the other can be changed indefinitely at the will 
of the artist. 

Sometimes it happens that a man’s exterior will prevent him from acting 
certain parts which he is, notwithstanding, well able both to grasp and expound 
Sometimes nature relendessly confines an actor to certain hinds of parts, but this 
touches the question of physique, of which 1 will speak later 

There are some in whom the second self, or the ego rebels on whom their 
own individuality exerts so much influence that they can never put it aside, and 
instead of their going to their role and clothing themselves in its semblance, thej 
make the role come to them and clothe itself in theirs 

This becomes another way of conceiving art, and I do not hesitate to pro 
nounce it inferior to the first, although l am well aware how much can be done 
in this direction by a highly gifted artist 

The first drawback is that a man becomes, in a measure, the man of a single 
part, it also leads to the neglect of the study and digestion of the character — to me 
the only important thing — for the quest of that of the exterior, and of picturesque 
detatl 

Of course picturesque detail is not to be despised, but it should never become 
the object of exclusive attention, and above all no picturesque trait, however 
natural, should ever be taken as the starting point of a role 
It is the character that is the starting point for everything 
If you have assimilated the essence of your personage, his exterior will follow 
quite naturally, and if there is any pteturesqueness it will come of itself It is 
the mind which constructs the body 

If Mcphtstopheles is ugly, it is because his soul is hideous I have seen 
him admirably played in Vienna by Lewinsky, who represents him lame and 
humpbacked, which is quite appropriate to the character 

But Irving, who has also made a name for himself in this role — Irving, who 
is a kind of methodical Mounet Sully, setting great store by the exterior of 
his parts — Irving cannot avoid seeking after the picturesque even in his slightest 
movement If he wishes to touch his chin, he raises his arm and encircles it, 
his hand makes the tour of his head, striking the audience as it does so with i 
sense of its leanness, and never seizes the point of his beard till after it has 
described a complete circle 

The love of dramatic effect, and i very praiseworthy dislike of the hackneyed 
and commonplace, often induce very intelligent actors to err on this side The} 
choose Rest the aspects which they suppose to he characteristic of the person 
they can represent, then they allow themselves to be tempted by odiers which arc 
purely picturesque, without considering, or perhaps without caring, if they belong 
really to the part, and the end is a caricature, not a portrait, a monster or a puppet 
never a human being 

Even from the point of view of immediate success, this method of proceeding 
has one great drawback The public ures of nothing so quickly as mere pictur 
esqueness of effect. Your entrance once over, they pay no further heed to you, 
you have missed fire if you have not style, delivery, and the development of the 
character to fall back on The style is the man, said M de Buffon 

More than this if by a misplaced anxiety to individualize your part you end 
by catching up a trick, oh, then beware! Instead of amusing your audience, you 

[ 198 ] 



FRANCE 


will prejudice them against you The public, though it may laugh the first time. 
Will soon become bored, and will not fail to convey its feelings to you by 
coldness and reserve, or by something more disagreeable sull 

III. 

Do not misunderstand me I forbid no one to borrow from observation of a 
model the peculiarities which betray the inner man As I have said above, 
it is one of the necessary qualities of the actor to be able to seize and note 
at once anything that is capable of reproduction on the stage, but these traits 
must be adopted with discretion For example, those must be avoided which 
are purely individual, the actor must take care not to adopt the characteristics 
of some special miser whom he may Know but whom the public does not know, 
but instead he should give, as Harpagon, the concentrated essence of all mien, 
which his audience would recognize instandy 

There was one actor, Lesueur 3 , who was pre-eminent in this art of true 
portraiture No one has ever done more with his second self, or created out of 
his own personality characters more different in themselves, or with more intense 
expression It was really astonishing But then he studied with the fury of 
enthusiasm In his house there was a sort of dark room, with closed windows 
and locked doors, where he used to shut himself in with his costumes, his wigs, 
and all his paraphernalia There, alone before his mirror, he would sit trying 
experiments with his face by the light of the lamps He would make up twenty 
he would make up a hundred times, before he would succeed in producing the 
ideal which he felt to be the true one, and of which he could sa>, “Yes, that 
is he ” 

And when he had put the finishing touch to the likeness, he would work 
for hours at one wrinkle The result was so extraordinary that judges of acting 
will never forget his absmthe-drmker, his madmen, nor his old gentleman 
playing piquet. He was one day Monsieur Poirier, that incarnation of the middle 
classes, and the next he would be Don Quixote, the type of starving knight-errantry 
When, he entered the stage in this last part, although he was really a small 
man, it seemed as if there were no end to his stature, he seemed to draw him 
self out, like a telescope, till he was as long as his lance It was indeed the hero 
of Cervantes in all the melancholy of his interminable leanness 

But in spite of this wonderful talent, fortified by a close study of his parts, 
he lacked one dement necessary to make the illusion complete — command of 
his \oice He never could manage to train his, and it remained to the last, in all 
his parts, the \oice of Lesueur — scry comic, but always comic in the same waj, 
and with a terribly ponderous articulation . 

Now articulation is to speech what drawing is to painting 

A single sentence of Samson’s, articulated as he knew bow to articulate, 
was as good as a portrait by M Ingres for enabling you to grasp the character 
of the person he was representing . 

The power of a true inflection of the voice is incalculable, and all the pictur 
esque exteriors in the world will not move an audience like one cry given with 
the right intonation Articulation should be therefore the first study of the actor 

3 Fr»njo« Louis Lesueur (1820 1874} 
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The public must understand every word he says, however quickly he may 
say it A word must be able to draw tears or laughter from the mere manner 
of its articulation 

The voice should not be less finely trained than the extenor It belongs to 
the second self, and should be specially supple, expressive, and rich in modifi 
cations of tone According to the part, the \oicc should be caressing, smooth, 
insinuating, mocking, bold, eager, tender, despairing You should be able to 
ring the changes from the clarinet to the bugle 

The lovers voice is not like the lawyers voice Iago has not the voice of 
Figaro, nor Figaro the voice of Tartuffe Intonation, key, and note all differ 
with the role As Madelon says ‘ It contains the chromatic scale ” In a word, 
your character should be drawn and portrayed so that even the blind may see 
him by your articulation, your delivery, and your intonation 

All this should be added to the care that you bestow on your exterior, with 
the same minuteness as Lesueur, if you will, provided it be iso with the same 
truth to nature I mean always keeping m mind the character of which the 
exterior is only the illustration — the person who must be set before mens very 
eyes without the deformity which comes from exaggeration 

Physiognomy, gesture, and voice should all make one whole. It often happens 
that characters which are apparently quite insignificant need the greatest efforts of 
metamorphosis on the part of the actor For instance, look at Thouvenin in 
Denise One would think I could not have a more easy role than this extremely 
simple one I am not speaking now of my success, but only of my struggles to 
attain it, of my long hours of study of the character Thouvenin takes no part 
in the action, he talks and argues as any honest man would, as I might do myself 
any day That is the very rock on which I might wreck myself In virtue of the 
relationship between this personage and the man that is in me, the man such as I 
am in common life, I may be tempted to endow him with my gestures, to make 
him speak with my voice — to be, in fact, Monsieur Coquelin, and if I did this, 
I should have betrayed the author, who required that I should be Thouvenin 
So it was necessary to watch more carefully than usual to restrain myself, to 
correct my ordinary- ways, to modify my walk to tone down the eagerness of my 
voice, to keep only the exact vibration that is required for the great speech at the 
end, to mold my physiognomy in such a manner as to give to Thouvenin his 
appropriate exterior as an ex working man who has educated himself and fills 
creditably his place in the world, but who brings to bear on the usages and 
conventions of society a liberty of judgment and an originality of language which 
re\ eal at once his origin and his character 

The special advantage of a serious study of the parts is to facilitate these 
transformations Samson and Rcgmer hardly ever painted their faces, they con 
trived to change their expressions solely from within In this art, as in so many 
others, Frederic Lemaitre was the greatest master The word transfiguration was 
applied for the first time, as far as I know, to an actor when he appeared in 
Ruy Bias with such splendid success Transfiguration will hardly be thought too 
strong a word to describe the successive representations of Robert Macaire and 
Ruy Bias His personifications of the scoundrel, with his shabby hideousness, and 
of the servant and lover of the Queen, with the tragic splendor of hts face, were 
alike the work of a master, for he was beautiful m Ruy Bias He contrived to 
throw a shadow of passionate melancholy over everything that was irregular, sharp, 
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and severe m his countenance, till nothing wa s left but the light of genius, and 
he seemed to put on beauty like a mask As no one ever had more accentuated 
features than he, he deserved all the more credit for his extraordinary trans 
formations This power is not given to all Not even the hardest work will enable 
us always to grasp it, and this brings us back to the question of physique, so 
important on the stage. 

IV 

As I have said before, the exterior of an actor, certain details of his physical 
conformation, of his “architecture,” may confine him exclusively to one special 
kind of part. 

There are men whom nature has made lovers to the end of time, like 
Delaunay , 4 there are duennas from the cradle, like Madame Jouassain This in 
dication of a special line often arises from some very slight peculiarity — from 
the angle made by the nose with the honzon, for example But on the subject 
of the influence of the nose, every one should read what Pascal says of Cleopatra 
‘The destinies of the world would have been different had Cleopatra’s nose 
been shorter” One sort of face suits tragedy, or, at most, serious comedy An 
other face, bristling with queer irregularities, is out of place save m farce 

Happy indeed arc these actors if their physique which forces them into a 
certain line allows them to add to it by the help of their talent an amount of 
universal truth and humanity sufficient to constitute a type They will leave their 
image and an undjing recollection behind them This was the case with 
Henry Monnier* m M Prudhomme He was never anything but M Prudhomme 
he could not be anything else, but he created in the person of M Prudhomme 
a face which has become traditional, a type, a representation of an epoch and of a 
class He and his creation will live forever 

But do not misunderstand me The actor of one part, however fine a study 
it may be, is inferior to the actor who has the command of many. 

It is also an error to hold that the only really admirable creations are those 
m which the outward conformity of the actor with his role is, absolute and enure 
Frederic created a type which is, m its way, quite as immortal as M Prud 
homme This was Robert Macatre, to which I have already alluded, and to 
which I shall have occasion again to refer To Frederic alone the creation is due, 
but this did not prevent him from also creating Ruy Bias 

Notwithstanding, he resembled in himself neither the one nor the other of 
these two persons, whom he may be said to have almost amalgamated in Don 
Cesar, and he would be a bold man who would dare to affirm that he was better 
as an artist in one than in the other He was, in truth, wonderful in comedy, 
and sublime in tragedy He had great powers, and his face was not of a kind 
to interfere with their outward expression 

The truth is that as long as an actor is free from any natural defects of struc 
ture, as long as his countenance is not more laughable nor more unpleasing than 
the countenances of the generality of men, and the face is sufficiently mobile, even 
though it may lack beauty, to be able to assume at will a dramatic expression — 
given all these things, there is no reason why he should not distinguish himself 
both in comedy and tragedy 

<toui Arsine Delaunay (1826 1905) 'Henry Monmer (1799 1877) 
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It is all a question of degree, and of course a question of talent It is hardly 
necessary to quote instances, they abound everywhere, and it is impossible it should 
be otherwise 

Tragedy and comedy are so closely blended m the contemporary stage that the 
capacity for the double impersonation is demanded of nearly all Look at R£gmer, 
my dear master What admirable creations we owe to himl 

Physical beauty, or charm, is indispensable to jeunes premiers In order to make 
and to reccne gracefully declarations of love before an audience, it is necessary 
to possess no peculiarity which can excite a «mile The actor must either be hand 
some or able to appear so 

For there is a difference It is possible to appear handsome, and to have the 
power of attracting all hearts, without being in the least a model of beauty I am 
sure I shall not wound the feelings of my friend Delaunay if I say that his nose is 
not exactly Grecian in its outline, and yet no one more fascinating ever appeared 
on the stage He had so much charm, something so ineffably young and tender 
and airy, something which I do not hesitate to say has left the stage with him 

To take myself as an example, if I may be allowed to do such a thing the au 
dience would never for a moment suffer that on my entrance on the stage in the 
first act, I should receive a declaration of love from a beautiful woman 

I have, however, acted Jean Dacicr, where I ended by being lo\ed by a girl 
of noble birth But I did not receive her confession till the last act, and then only 
because I was at the point of death But it was love that gave the piece its sue 
cess, and the public accepted it, and watched Us progress with interest, because 
plough boy as I was in the first act, then soldier, and finally officer, I raised myself 
from one height of devotion to another, till I merited the supreme honor of being 
loved by my wife, for the lady was my wife 

I have been bitterly reproached by many critics for wishing to play serious 
parts On this point my artistic conscience is perfectly easy I have never played 
parts which were beyond me No one ever saw me att a lover Jean Dacier is a 
character Who could call Lc Luthier de Cremone a lover? He is a humpback 
whom nobody loves And Chamillac? He is an eccentric person, a sort of mustached 
apostle, who atones for a moment of madness, and who wins love indeed, but only 
in the end It is a part full of reserve and capable of expression, but without the 
excitement of passion And Gnngoire the unlucky poet condemned to the gallows 
can he be called a lover? The very first word he hears from the girl when her eyes 
are directed to him is, "II n'est pas beau (he is not handsome) This is the posi 
ttwn, iiT/i l wssxxA «?. wi u* ’mosung tore., «. vs *»«&. tot «£ ■jwKte’j and. 
of pity, it is that I am transformed by the aid of song at any rate in the fancy of 
the maiden 

There is a race of actors who cannot get outside the limits of prose, others who 
are bound to be lyrical I have done my best to belong to the latter class, and it is 
partly owing to my friends among the poets who have so often intrusted their 
verses to me 

V 

It is obvious that this essay rests on the theory with which l started, that in the 
actor the first self should be the master of the second, that the part of us which sees 
should rule as absolutely as possible the part of us which executes Though this is 
always true, it is specially true of the moment of representation In other words, 

r 202 J 



FRANCE 


the actor should remain master of himself Even when the public, earned away 
by his action, conceives him to be abandoned to his passion, he should be able to see 
what he is doing, to judge of his effects, and to control himself— in short, he should 
never feet the shadow of the sentiments to which he is giving expression at the very 
instant that he is representing them with the utmost power and truth 

I will not return to what I have already said on this subject in 1J Art et le come 
dien [1880], but I emphatically repeat it Study your part, make yourself one with 
vour character, but in doing this never set aside your own individuality Keep the 
control of yourself Whether your second self weeps or laughs, whether you be 
come frenzied to madness or suffer the pains of death, it must always be under 
the watchful eye of jour e\ er impassive first self, and within certain fixed and pre 
scribed bounds 

The best mode of representing a part once decided on, it should henceforth 
never vary You must grasp your conception in such a manner as to be able to re 
call the image you have created, identical down to the minutest particular, when and 
where you please 

The actor ought never to let his part “run away' with him It is false and n 
diculous to think that it is a proof of the highest art for the actor to forget that he 
is before the public If you identify yourself with your part to the point of asking 
yourself, as you look at the audience, ‘What arc all those people doing here?” — 
if you have no more consciousness where you are and what you are doing — you have 
ceased to be an actor you are a madman Conceive Harpagon climbing the balus 
trade and seizing the orchestra by the throats, loudly demanding the restoration of 
his casket* 

Art is, I repeat, not identification, but representation 

The famous maxim, if you wish to make me cry, you must cry yourself, is 
therefore not applicable to the actor If he has really to cry, he would, more likely 
than not, make his audience laugh, for tragedy often becomes comedy to the specta 
tors, and sorrow frequentlj expresses itself in a grimace 

I can quite well understand how a young man on his first appearance should 
lose himself in a pan, and get run away with Uneasy as to his reception by the 
public, the emotions which he has to represent become confounded with his personal 
feelings This has occurred to me as well as to every one else, and I can recall it 
without shame, for I was then only seventeen years old I was acting in public for 
the first time, and my part was Pauvre Jacques Pauvre Jacques is an unhappv 
w.v&vtv&Ti vriwl iixjTTi kitwig xrosstd YT» Wit ^amrc«!t«s p-iv/cA vtafc A was easty 

corrupted by my pieference for tragic parts) I was suffocated with emotion, still 
I managed somehow to act, and perhaps some of the audience were moved to tears, 
but when I went behind the scenes I know I felt quite ill This is the way with all 
raw recruits But if it were to happen to me today, I should consider myself dis 
honored A practised actor should be beyond the reach of such accidents 

I am aware that this theory has been questioned by many great artists I re 
member an intelligent and appropriate remark made on the subject to Madame Ade 
laide Riston by a young English lady full of artistic instincts Madame Riston was 
arguing that the actor could only represent truly what he was really feeling “But, 

Madame,” said Miss T , “what happens when you have to die? Plainly Ma 

dame Riston had no intention of really dying She acted as if she was dying, and 
acted extremely well, for she had previously studied, considered, and determined 
the manner of her death, and when the moment of representation came, she rendered 

[ 203 ] 



ACTORS ON ACTING 

her fixed impressions with all her wonderful intelligence, with the full force of her 
vigor and of her self possession 

Occasionally an actor who is completely master of himself may indulge in ex 
penments before the public, for he knows that he has himself in hand, and can al 
ways pull up Those who have not their faculties perfectly under control run a 
great risk of losing their heads, and not being able to regain their self possession 
for the rest of the evening And the worst of it is that it is invariably those actors 
who are always trying new tricks As they never have a firm grip of their charac 
ter, they are incessantly experimenting on it They even go the length of glorying 
in the fact I once overheard some one say of Worms, I don t care to see him act, 
I know exacdy what he is going to do At any rate, the speaker might have known 
that everything Worms did would be done well, and, after all, is not that the chief 
thing? Is it more sausfactory to watch an actor who, for all we know, Will be per 
petrating some folly the next minute? It reminds one of the Englishman who fol 
lowed Batty, the lion tamer, from place to place in the hope of one day seeing him 
torn in pieces by his own lions The interest of the theatre appears to me to be of 
quite another kind 

VI 

There still remains the delicate question how far great intelligence is necessary 
to the actor There is much to be said on both sides Examples are by no means 
rare of actors and actresses who have varied talents Many arc disUnguished in 
literature, m painting, and in both, not to mention in ballooning 

But, after all, this intelligence is a superfluous luxury, the only intelligence in 
dispensable to the actor is that which belongs to his art 

Some one I forget who, once told me that the only French poetry Corot knew 
was Polyeucte and he never read all of that But this did not prevent him from 
being a wonderful landscape painter, and a poet down to the tip of hts brush 
In the same way an actor may be totally ignorant of painting, of music, of 
poetry even and yet be a good actor, and a poetical actor It is enough for him to 
be steeped in his own art, which is different from these others 

And though it is different, it is equally important, and it is unfair to scoff at the 
special intelligence of the actor The faculties which can touch and move men are 
by no means to be despised And it is not the case that it is the author alone who 
gives rise to those emotions To those who hold this I would instance Talma 
Frederic, and multitudes of others who created their own parts out of what was 
originally absolutely insignificant It was to their skill and genius alone that the 
public owed that profound, almost divine, trouble which seizes all of us when we 
contemplate beauty which rends for the moment the veil of our egotism, and which 
is the sensation that approaches most nearly to love 

It has been said of endless pieces, ' What an absurd play, but wasn’t Fr£d£ric 
magnificent! Take Robert Mac3ire, to which I have already alluded — was not the 
creation of this character a prodigy, showing to what heights an actor s special in 
telhgence can rise? The very authors were the first to be struck dumb at this 
astonishing conccpuon, which subsUtuted for their solemn puppet an imperishable 
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In my opinion, therefore, it should always remain an art, that is, it should add 
the sweetness of poetry and the representation of the ideal to the expression of truth 

"Naturalism’ on the stage is a mistake In the first place the public won’t 
have it It always resents the exhibition of revolting hideousness, of pitiless and 
naked realities People do not come to the theatre for that sort of thing Even in 
parts that are vile and degraded they demand a gleam of ideality . . 

Just as I would not allow any departure from truth on the plea of picturesque 
effects, so I would not permit a representation of commonplace or horrible things 
on the pretext of reality 

I am always on the side of nature, and against naturalism 

Nature in arF How much there is to say about it! 

It is a subject that is understood differently according to the country and the 
century 

When Garrick came over to France he admired our actors gready, but thought 
they were hardly natural enough Perhaps some will say the reason was because 
they were acting tragedies But when Talma appeared he introduced into tragedy 
a natural manner of speaking and moving, and it was to this that he owed his in 
flucnce and his success Was his idea of what was natural the same as Garrick’s? 
I do not know, for the genius of the two races is very different, and the love of 
originality is too deep seated m our neighbors to allow them always to use a due 
measure of self restraint, and anyway today it is we who find fault with Irving 
for not being sufficiendy natural 

The English idea of “nature” does not correspond with ours that is the whole 
truth of the matter We must also make reserves as to the German conception of 
nature, unnaturally tearful, resembling in its philosophic affectations the ‘nature” 
of Diderot and the susceptible school at the end of the eighteenth century. 

It was they who, we must remind our readers, were really the innovators The 
style which to our ears rings so false was introduced by them to the stage in the 
name of ‘ nature ” And it was likewise in the name of nature that the standard 
of the romanticists was raised — a standard which today is thrown aside and trampled 
in the dust by those who are weary of grandiloquence and of posing They desired 
to substitute for conventional tragedy a drama which is really human, m which 
smiles and tears are mingled, and gave us Anthony, La Tour de Nesle, Lucrece 
Borgia With the same object in view, Baron Taylor collaborated with the well 
known and delightful Nodier, and put on the stage Melmouth, ou l Homme errant 
( The Wanderer), Les Vampires , Honte et remords ( Shame and Remorse), Amour 
et itourderxe ( Love and Carelessness) etc These were obviously “natural” m quite 
another sense from that of Voltaire, and the actors, making common cause with 
the authors, declared Talma to be unnatural They took it into their heads to speak 
as people “really speak,” in such a way that no one could hear them, and to sit with 
their backs to the audience They recited the poetry of Athahe precisely as they 
would have said, ‘ Good morning, how are you?” ‘ Good heavens, yes,” said Ab- 
ner, ‘ I have come to worship the Almighty in His temple I have come just as I 
am, cane in hand, to celebrate with my friends the famous occasion on. Mount Sinai, 
where, if I am not vasdy mistaken, the law was given to us Sapnsti! how times 
have changed!' They flattered themselves tha* in this manner they were intro- 
ducing “nature” into Racine On the other hand, when they were on their own 
ground, that is, in the melodramas, the emphasis of the metre once more reasserted 
itself It was not indeed the sepulchral and montonous singsong of yore, it was a 
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halting kind of sublimity — wild bursts of verse, and a sudden alacrity in sinking 
They no longer said, * How are you?” but ‘ Let me grasp that manly hand “ There 
were hidden meanings everywhere They wore an air of doom from head to foot 
It was an era of hat and feather But is there no feather on the hat of M Zola? 
Were he to have his way we should be threatened with a new madness of extremes, 
but this time it would be the extreme of the trivial and commonplace What I mean 
by art that is natural in the modern sense is equally remote from both these ex 
tremes It is classic rather than romantic, for everywhere it regards limit, every 
where it shuns violent antithesis 

The actor with this ideal does not give an exaggerated importance to different 
aspects of his part He does not try to play three or four different characters at 
once, he aims, on the other hand, at unity and a broad general representation of 
humanity He sees things as they arc, but he conforms to the general rules of 
theatrical conventions, and to the particular necessities of the part he is interpreting 
The ‘ nature” of the tragedy differs from that of the melodrama, and that again 
from the comedy, and it is impossible to render it in the same way Hence Fred 
eric ought never to be reproached for not acting always naturally The kind of parts 
he undertook demanded certain exaggerations He would, after the manner of his 
school, speak ten lines in a conventional fashion, in order to be able to give to the 
eleventh a truer and more natural ring He was forced to say the verses as they 
were written, and when he at last made his point with the true intonation, it left 
behind it a deeper impression of naturalness than the foregoing lines had done of 
unreality 

And here I must close, for this is not a formal treatise on acting, still less an 
apology Every artist in speaking of his art seems in some degree a special pleader 
Of course he only wishes to preach what he believes to be true, and that which he 
believes to be true is what he tries to do himself I have said what the comedian 
should be, but I am far from flattering myself that I realize my ideal, and if I have 
alluded to myself, it is only for the sake of illustrating more clearly my arguments 
I should have preferred to erase any personal note from these pages, as I have al 
ways tried to do from my parts, where my wish is to be, to enter into, nothing but 
the characters I play Tor, after all, that is the essential point, and it is with that I 
must end Is not the greatest poet he who has managed to efface himself the most 
entirely, in whose pages you find every kind of man, but never himself? 

It was thus with the father of poetry, Homer, it was thus with Shakespeare and 
with Mohcrc all are absent from their works, where humanity in its thousand 
varied aspects lives eternally 

Herein standeth our honor, the honor of all us players, namely, in this, that 
these two men, its chief creators after God, were players like ourselves Therefore 
should we study their works religiously and without ceasing nor ever turn from 
them, save it be to perus that eternal Comedy of Human Nature 

SARAH BERNHARDT 

(1844 1923) 

‘The Divine Sarah was born in Fans of Trench and Dutch Jewish stock* 
Her real name was Rosme Bernard Of her Trench father hardly anything can be 
learned Her mother is described as ‘ a wandering beamy,” forever traveling Sarah s 
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lonely childhood was spent at a boarding school and later at the Augustmian con 
vent at Versailles When she was fifteen a family council voted down Sarah’s 
ambition to be a nun Instead, she went to the Con sen atotre, France’s famous school 
for actors of the government theatres Her intelligence, coupled with extraordinary 
nervous energy, won her two second prizes, one for tragedy in 1861, and one for 
comedy m 1862 She never won a first prize, but the discernment of the judges led 
to a contract with the Comidie Fran faisc 

Her debut in 1862 in Racines Iphtgente is described b> the critic Sarcej, later 
one of her great admirers Mile Bernhardt is a tall, pretty girl with a slender 
figure and a very pleasing expression The upper part of her face is remarkably 
beautiful She holds herself well, and her enunciation is perfectly clear This is all 
that can be said for her at present ” 

Bernhardt’s career falls into three periods six years (1866-1872) at the Odeon 
a playhouse of the Latin Quarter — “the theatre,” Bernhardt says, “that 1 loved 
the most”, a second term (1872 1880) at the Comedie Fran^atse, and her long 
career as her own mistress, accepting engagements where it pleased her, managing 
her own theatres, and traveling over all the world In addition to most of the 
European countries, the United States, and Canada, her tours took her to Mexico, 
Brazil, Argentina, Egypt, and even as far afield as Australia 

Her first big success came at the Odeon at twenty two, when she recited the 
choruses in Athahe xn her celebrated “voice of gold ” From then on, for almost 
fifty years, she worked, and worked hard, molding a fabulous career out of an 
impetuous feminine personality of amazing vitality In 1895 George Bernard Shaw, 
then the dramtic critic of the Saturday Review, observed Sarah with shrewd insight 
which goes to the heart of Bernhardt’s fascination for the public “She is beautiful 
with the beauty of her school, and entirely inhuman and incredible But the in 
credibility is pardonable, because, though it is all the greatest nonsense, nobody be 
heving in it, the actress herself least of all, it is so artful, so clever, so well 
recognized a part of the business, and carried off with such a genial air, that it is 
impossible not to accept it with good humor ” Bernhardt’s acting, Shaw pointed out, 
was “not the art of making yoj think more highly or feel more deeply, but the 
art of making you admire her...." Every character she created was compounded 
of her electnc personal charm “She does not enter into the leading character,’ 
wrote Shaw, “she substitutes herself for it” 

Bernhardt's emotional power and magnetism were at their best in classic roles 
such as Phedre (1874) and Dona Sol in Hernam (1877) In 1899 she attempted 
Hamlet, to the satisfaction of the French, at least. ‘She never did anything finer,’ 
said Rostand Other notable Bernhardt productions were Jeanne d’Arc by Jules Bar 
bier (1890), Moreau’s Cleopatra (1890), Lcmaltre’s Les Ron (1893), Sudermann’s 
Heimat (1895), and Rostand’s UAiglon, written for her in 1901 

Duse was Bernhardt’s only rival and was for many years considered to be her 
inferior. This opinion has been modified in more recent years Certainly Duse never 
captured the public imagination to the extent that Bernhardt at the heigh of her 
powers did 

The Bernhardt legend, compounded of a flair for off-stage dramatics which 
included sleeping in a coffin, horse whipping a rival, and collecting a menagerie 
of a chetah, a wolf, and a half-dozen chameleons, is capped by Sarah’s reappear- 
ance on the stage following the amputation of her leg xn her seventy first year 
Even in the midst of the horrors of the First World War her ordeal gained world 
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wide sympathy Trom her bedside Sarah issued a characteristic statement “Work 
is my life So soon I shall be fitted with 3n artificial leg, I shall resume the stage 
and all my good spirits shall be restored I hope again to be able to use all that 
force of art which now upholds me and which will sustain me until beyond the 
grate Following numerous ' facets ell tours,” her last appearances on the stage 
were for the benefit of Trench war charities Her death in 1923 svas mourned in 
the hundreds of cities where audiences had idolized her 

Among her many writings on her life and art we find the solume The Art of 
the Theatre from which the following sclccuon is drawn It presents Bernhardts 
evaluation of the art for which she was celebrated 


The Evolution of the Actor 

The role of the actor has become increasingly important throughout the trans 
formations of dramatic art. The theatre of antiquity, like modern opera, relied on 
mass mosement, crosvds lent it a sustained movement, consequently personal quali 
ties only assumed secondary importance It will be remembered that in the first 
Greek dramas the individuals were almost drowned in the chorus But, as by de 
grees dramatists applied themselves to the analysis of sentiments, the study of the 
human soul, and the portrayal of passions, love, hate, vengeance, cupidity, etc, the 
actors art developed, exacting greater study, and becoming more complex and less 
easily acquired The more tragedy or comedy evolved, and tragedy and comedy 
remained separate until Shakespeare s time (as far as Europe was concerned this 
lasted until the advent of Romanticism) — the greater was the stress put upon the 
personal value of the interpreters The actors profession became specialized in 
antiquity any citizen of Athens or of Corinth might have been called upon to im 
personate Prometheus, Xerxes, or Jupiter Nearer to our own time, Shakespeare 
and Moliire, who performed in their own plays, appear already as glorious ex 
ceptions The actor of our Ume remains simply an actor, and his task is big enough 
and toilsome enough to absorb all his energy 

It is true that there has been a recent tendency for crowds to be put on the 
stage again, the intention being to depict social evils, and give utterance to collecuve 
sentiments — and it might be supposed that in these circumstances the actor would 
lack an incentive to display his special abilities One example of these new works 
is The Weavers of Gerhart Hauptmann, but the contemporary author — as Ibsen in 
The Enemy o/ the People or Bjornson in Beyond Our Pauer — takes care to leave 
each man hts special’ features, ana’ the rofc of the actor, instead of being facilitated 
is rendered more onerous, for he must express his own emotions and form part of 
the collective soul at the same ume It is therefore permissible to conclude that as 
the dramatist s art moves towards perfection, more and more work will be imposed 
upon the actor who intends to keep pace with its progress 

It might be a matter for surprise that so many comedians and tragedians of 
the first rink can be quoted in modern times, while so few persons of exceptional 
talent can be placed to the credit of past ages But the simple reason is that these 
persons of exceptional gifts either did not exist or found no scope for their abilities 

Sar»h Bernhardt The Art of tie Theatre London G Bles, 1924 pp 8) 93 9t 101 103 104 
Copyr gbt 1924 By permission of Geoffrey Bles Ltd 
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In our day, the intrinsic value of a play assuredly counts for much in the re 
ccption it will meet with from the public, — but the part of the actor is hardly less 
great than that of the scenario or the mode of treatment 

If first rate parts are entrusted to bad actors, it is most likely that the comedy, 
m spite of all its merits, will be hissed off the stage or withdrawn from the theatre 
Works that have moved, roused, and astonished successive generations will leave 
the public cold and even hostile if they do not find proper interpreters he Ctd 
Polyeucte, Tartufjc, Andromaque, would only be ridiculous, despite their literary 
beauties and their powerful portrayals of passions, if the parts were entrusted to in 
capable actors But the contrary is not quite accurate a very bad tragedy or a de 
plorable drama entrusted to actors of the first class never remains a long time on 
the bills, but a mediocre work — instances are numerous — will last to the hundredth 
performance or longer, if it be assisted by interpreters of ample powers In this 
actors resemble those musical virtuosi whose prodigious talents bestow fame upon 
pieces of music that arc scarcely worth hearing We cannot therefore overestimate 
the value of those who play in modern drama And it is not enough for an author 
to have composed a comedy of high literary merit or of subde psychology he must 
also discover suitable interpreters, and the latter must combine the rare and mam 
fold qualities that make up a great actor To be quite truthful, it must be con 
fessed that actors of the first water are not more plentiful than playwrights of genius 

Instruction 

If we consider the matter carefully, it will be plain that the actor’s most mi 
portant quality — or better, his primary duty — is comprehensive study To be sure, 
it is good for him to possess imagination, even a strong inventive capacity, his 
imagination must play freely, and he must not feel hampered in the expansion of his 
nature Art excludes of necessity everything that is stiff and rigid But nothing can 
take the place of the study of men and of periods The character of Caesar, or of 
Hamlet, or of Augustus cannot be improvised If the actor is totally ignorant of 
history, if he cannot fit characters into their environment, if he is incapable of in 
vesting them with the sentiments that were common to their epoch, their genera 
tion, their class, even their party, he will never be anything but a second rate actor 
Doubtless this was a matter of less importance in the grand sticle when local color 
was systematically banished, and the selection of costumes was held to be secondary 
The slight regard paid to historic truth is revealed for example in the language at 
tnbuted to the characters, and Racine’s Mussulmen, in Bajazct, or the Jews m 
Athalic, or the Greeks in Iphtgeme could quite convemendy be taken for courtiers 
The knowledge that our actors are required to possess today seemed at that time 
out of place or useless And it is precisely because our age and our public show 
themselves to be more exacting and more ready to ridicule an actor who is feebly 
endowed with the histone sense that the professional making of the actor requires 
infinitely more labor 

Consequently the actor must become familiar with the enure past of humanity 
— and be it said that these researches must not be superficial What is expected of 
him is not only a clear conception of the facts and of the men, it is the spiritual 
content of the manners, the customs, and the passions of different peoples and of 
different times It is certain that love does not reveal itself in every age m the same 
forms, and that the expressions of hate vary from century to century, and from 
people to people Moreover, different social groups have their proper charactensucs, 
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and just as Mohere did not ascribe the same language to Alceste as to Mascarilie, 
to Elvire as to Donne, so the attitudes, the gestures, and all the mannerisms of 
the actor must reflect with exactitude the sentiments of the characers Now how 
can these sentiments be embodied without dipping into books — for the past— and 
into the great current of life— for the present, in order to gather the data, which 
are to be coordinated and systematized, and harmoniously fused in mimicry, in de 
livery, and in the general representation of character? 

Thus from the outset nothing seems more difficult or more laborious than the 
creation of a part It is not given to everybody to play the part of an emperor, or a 
workman, a great lady of the ancien regime or of the fashionable world, and no 
doubt a hasty preparation, immediately before the first performance, would only 
have an absurdly precarious value Nothing short of a thorough grounding m his 
subjects, such as will enable him to draw upon all his resources at a specified mo- 
ment, and will plunge him in the full personality of the character he is impersonat 
ing, of the times through which he moves, will enable the interpreter to rise to the 
height of all his obligations 

The actor must be— if not a scholar or a learned man— at least what used to 
be called an all round man,’ that is, he should not be inferior in the matter of 
acquired knowledge to the average of mankind It should be noted that each per 
son belongs to a social stratum, from which he cannot emerge save for an extra 
ordinary mishap or exceptional good fortune, that he is as it were chained there 
for life It is only the actor who passes from extreme abjection to extreme splendor, 
from the direst poverty to the most sumptuous opulence, from the age of the Greeks 
to that of the Inquisition or our own He expresses in turn the superstition of an 
Agamemnon, the fantacism of a Duke of Alba, or the social anger of a workman 
on strike But in addition to the information derived from books, he is constrained 
to exercise ceaseless vigilance, and the famous chair of Mohere remains the best of 
symbols Let the actor be inquisitive about all professions and all strata of society, 
let him strive to educate himself concerning all the customs of exotic peoples, in a 
word, let him concentrate in his work the whole of present and the whole of future 
humanity the labor is arduous, but its importance cannot be overestimated 

The Choice of a Part 

When the parts of a play are being allotted, the actor is not always free to 
choose his part, to adapt himself to the character that best suits him Unless he is 
peerless and his genius has endowed him with exceptional prerogatives, he is bound 
to accept the part assigned to him But so far as his abilities permit, he must try to 
give an impersonation that is consonant with his resources If it be true that there 
are no such things as small parts, that an actor can produce good effects from an 
ephemeral creation — and that the hierarchy that prevails in life does not obtain on 
the stage — it behooves each person to study his capabilities, and become acquainted 
with his strong points and his weak points He who excels in Othello will be de 
plorable in the Bourgeois Gentdhomme This does not mean that distinction of 
classes must be maintained intact, that comedy must be separated from tragedy or 
from drama by an insurmountable barrier, and that one should be a slave to literary 
categories 

But Othello and the Bourgeois Gentilhomme require the exertion of different 
qualities that might very well not be combined in the same man If the sage* 
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motto Know thyself is valuable in ill the conjunctures of life, it has special ap- 
plication to the ease of the actor ... 

The Will 

In every other profession, once a certain position has been acquired, once a cer 
tain routine has been organized, a man may rest a little on his oars In the theatre, 
the nervous tension never ceases, physical effort is added to and fused inch Intel 
Icctual effort To be a good actor, to pursue the career of a Talma, of a Kean, of a 
Rachel, it is necessary to have a firmly tempered soul, to be surprised at nothing 
to resume each mmutc the laborious task that has barely just been finished 

To pass in this way from one part to another, to stride across the centuries, to 
play Brutus after having impersonated Caesar, or Juliet after hating represented 
Lady Macbeth, to hate the thoughts and feelings of numberless individuals and to 
express them alternately all this js a weariness likely to break the strongest No 
doubt they are sustained by the enchanting joy of creation, they came to earth again 
when impersonating a fresh character, they lite in a world of passions that stimu 
late their vital force and lift them out of themselves, — but if will power be not in 
voked, if in their creation of this or that character, they were not sustained at once 
by their high artistic conscience and a determination that is proof against everything 
they would very often be tempted to stick to the parts already mastered 

Now the actor who lacks the versatility enabling him to adapt himself to every 
exigency, who docs not keep abreast of dramatic literature itself, the man wh • 
would restrict himself to the Greek poets, or to Moliere, or to Shakespeare — such 
an one falls short in the performance of his duty He should be prepared to throw 
himself into the most modern fictions and serve them with the fullness of his 
talent Unlike those scholars who always pursue their investigations into the same 
subject, and whose activities become almost automatic, he must be prepared to sac 
nfice at any moment the acquired routine the repose to which he considers him 
self entitled, in order to plunge into fresh studies Art is ageless, and the arust must 
not know age Not by indolence or by self indulgence, but by the absolute posses 
sion and mastery of his personality will the artist be able to raise himself to the 
supreme glory of men whose lives are all creation, all labor, and all enthusiasm 

Nat it alum 

Great actors have always been judged by the naturalism they exhibit in their 
acting Fidelity to the truth docs not always distinguish in our present-day art, and 
the public will not tolerate a glossing over of rcaluv The conventions and affected 
behavior that might have been admissible at certain periods would certainty not 
be acceptable at the present time In this respect dramatic art has made remark 
able progress in the course of the last century But what do we mean by naturalism ? 
Just as literary or pictorial art will suppress certain objects which could not be ex 
hibited to the eves of the reader or visitor, so the actor must not shock the modem 
of those who listen to him All art whatsoever presupposes enlightened selection 
and no purpose is served by being brutally natural What it behooves the artist to 
do, and what is expected of him, is that, in observing the minimum of propriety, he 
should exhibit the feelings that are supposed to animate him, in the manner they 
are exhibited in real life by average men amongst his contemporaries. And here 
must be emphasized once again the necessity of profound study To be natural does 
not mean that an actor should exhibit the passions in the manner they are exhibited 
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by everybody and under all circumstances in hts epoch Just as the actor is bound, 
in order to perfect his acting, to be thoroughly acquainted with the character, so he 
must realize that the degree of sensibility is not invariable in all centuries and in all 
places The sorrow of old Horace may not be expressed in the same way as rhat of 
the Miser whose cash box has been stolen The fury of vengeance does not assume 
the same aspect with Othello as with a husband in modern comedy who has dis 
covered the treachery of his wife Thus naturalism is inseparable from study But 
what is indisputable is that naturalism involves qualities that are anterior to all 
study, innate qualities of various kinds He who is incapable of feeling strong pas 
sions, of being shaken by anger, of living in every sense of the word will never be a 
good actor 

If you would be natural, you must avoid the persistent mannerisms that actors 
frequendy adopt, believing they please the public In the end these become merely 
bad habits You must avoid stiff and chronic poses in order to fit into the in 
numerable vicissitudes of existence, you must grasp the social position of each char 
acter so as to place it in the proper setting Each class or category of men is differ 
ent from the next class or category The spectator must discover his typical manners 
on the stage and be able to recognize them at first glance But the true actor spe 
cially distinguishes himself m the great crises of passion There is no one way of 
representing affliction, or expressing the extremity of anger Nothing is more dis 
tasteful than to act according to a formula that is constandy repeated, to have a 
laugh ready to be adapted to all characters or a manner of dying which will per 
sist in every dramatic fiction Nature which has not made two beings alike requires 
incessant diversity It is true that the more one attempts to define what is natural 
the more one perceives the difficulty of squeezing it into a brief and simple formula 
For centuries and centuries artists of every class have discussed this serious problem 
But in any case, it is possible and permissable to set up a criterion, which may be 
arbitrary, but is none the less valuable When a popular audience is moved to tears 
by the anguish of the actor, when forgetting theatrical convention it imagines that 
it is present at a real drama, the actor will know that he has achieved the object 
of his art he may pride himself on having been natural, for it is never by employ 
mg mannerisms that he can plunge an audience into emotion 

Sensibility 

An actor cannot be natural unless he really has power to project his personality 
He must in a way forget himself, and divest himself of his proper attributes m 
order to assume those of his part He must forget the emotion of the moment, the 
joy or the sorrow born o£ the events of the day 

If the actor retains his mode of living of thinking and of behaving throughout 
the manifold characters that he successively impersonates, he cannot feel the pas 
sions of these characters, and, unless he can enter into the feelings of his heroes, 
however violent they may be, however cruel and vindictive they may seem, he will 
never be anything but a bad actor Coldness will be his portion, and not the im 
perilous ardor which carries away an audience and which is the hallmark of genius 
If he does not really feel the anguish of the betrayed lover or of the dishonored 
father, if he does not temporardy escape from the dullness of his existence in order 
to throw himself wholeheartedly into the most acute crises, he wdl move nobody 
How can he convince another of his emotion, of the sincerity of his passions, if he is 
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played tn Russia. When he returned to Pans in 1891 he played the tide role jn 
Dumas’ play Kean, which had been originally created by the great romantic actor 
Frederic Lemaitre 

Sarah Bernhardt invited Guitry to act at her T hi atre de la Renaissance Here 
he earned his first great reclame, and became the theatre s manager in 1902 Guitry s 
versatility was soon revealed m the wide range of characters which he portrayed 
tn the plays of Donnay, Anatole France, and especially those of Henri Bernstein 
When plans for the production of Rostands Chanteclcr were interrupted by the 
death of Coquehn, it was Lucien Guitry who inherited the role as well as Coquehn's 
niche on the French stage In the years from 1919 to his death he created many 
roles in plays written by his actor playwright son Sacha Guitry (1895 ) — Pasteur 

Le Grand Due , and Mon Fere avait raison in which Sarah Bernhardt appeared 

Guitry, who it is said did not possess the poetic qualities of his predecessor, was 
nevertheless a very expressive actor who could represent tempestuous passion with 
artful restraint Employing an economy of gesture and tew obvious theatrical effects, 
he is remembered as * the actor with his hands in his pockets 


What I Would Say to Conservatory Students 

If you do not love the theatre alxne all else, even more than success, go away 
Do something else. If you are not an actor and nothing but an actor in the depths 
of your heart, get out of here as fast as you can 

Observe, listen There is as much to be learned from the bad as from the good 
Go to see actors often and always take delight in everything on this marvelous 
earth Imitate everything, except m your acting When you play on the stage, do 
not imitate anybody Be inimitable If an actor pleases you despite his tics and 
sometimes because of them try to think of him without his tics and see if he would 
not be better if he exaggerated less But above all when you discover the beauty of 
a young and lovely human or ammal expression, you must say to yourself Ah 1 
Suppose we do that on the stage? Why not ? ’ — and do it if you get a chance 
Study all the parts Study them and work on them for the others Say to yourself 
Oh! If they answer me tn the way I wish, how well I will speak the next lines 
And if we keep on playing together to the end, how much pleasure the audience 
will have, and also what pleasure it will have from our pleasure! ’ 

For you must always think of your pleasure It is up to you to be demanding 
severe, a person of taste Taste may be cultivated Go to the Louvre, the Prado, 
the Pinakothek — wherever beauties and splendors are amassed Let yourself be 
moved by the unimaginable masterpieces of these true benefactors — the artists 
And if your heart beats in the presence of Rembrandt s Faithless Servant, let it beat 
If your tears make it a little hard for you to see, you will only see better in a little 
while 

• * * * 

In reality, these young students are less curious to acquire what they lack than 
to exploit what you do not yet have Eugene Delacroix wrote in his notebooks 
'Actors are great lazy persons who never ask themselves if what they are doing 
could not be done better ' It was not a man of the theatre who said that but an 


Saehj Guitry Lvcun Guitry, u carrtire et id tie Parii C Gcrschel 13)0, pp 271 277 
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artist — an artist in his very soul, to the tips of his prodigious fingers I often share 
his sentiment I ask myself what can their professors tell them, what are they spend 
ing classroom time on To teach a student? No, no! The lesson is for everybody 
And it is not for today — it is for all time It is more serious than that! Or else the 
students are simply in a diploma mill, where they arc going to be doped, duped 
fooled ughl get me away from these competitions for first prize and lets set out 
for the unknown 1 

* • * * 

If actors of the past were to come back and play as they played, I think they 
would do well not to come back What plays would they put on? Those of another 
day? Impossible! They are as outmoded as the actors are dead For one 
Camille for a few plays whose merits have become legendary, what an ossified 
library we havel They were actors of their time They played the plays of their 
lime And the audience of that time survived their pleasures just long enough to 
die All this is dead and buried 

Actors do not survive the generation which has seen and loved them, and 
almost all the plays in the theatre suffer this fate The dramatic quickly becomes 
the comic, and the comic becomes heart rending Time passes and dulls the comic 
Think of those who make audiences laugh today think forward ten years from 
now then turn back and look at them — and try to laugh 1 

Have you noticed this amazing thing that nowadays actors really never mum 
blc any more In times past mumbling, stumbling, wallowing about was a common 
occurrence And how the audience laughed, imitated, and made fun of them! 
Why was it so frequent, why is it so rare today? There are profound reasons for 
the change Today the actor thinks much more of what he has to say, of what is 
said to him and of what he is dotng Formerly, good heavens! — there was plenty 
to think about but what language actors usually had to use> And all the charac 
ters expressed themselves in the same language that of the writer And the come 
dians played artificially Some were almost always truthful in their acting, but they 
were not the most popular ones The audience, accustomed to pompousness and 
to histrionic poses, found it hard to tolerate a familiar tone and a genuine attitude 
When I began I heard plenty of stupid remarks — from the spectators as well as 
from my former comrades! To pHy simply — paltry praise fifteen years later — 
today, who would think of formulating it! 

• * * • 

Actors sometimes — not always but sometimes — prefer to bore the audience for 
three hours rather than amuse it for five minutes 

Ohl the small parts which arc sometimes great characters 

To me, the profession of actor is the most beautiful profession in the world 
Translated from the French by Joseph M Bernstein 

ANDRE ANTOINE 

(1858 1943) 

To answer Emile Zolas cry for naturalism in the theatre which would put ‘a 
man of flesh and bones on the stage, taken from reality, scientifically analyzed, with 
out one he,” came Andre Antoine Born in Limoges, but living most of his life 
in Pans, Antoine went to work at the age of twelve He educated himself by reading 
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avidly and taking courses whenever and wherever he could He had always been 
fond of the theatre, and became a member of the Comidie Trangaise claque, that 
unique French institution of hired applaudcrs Next he became a supernumerary 
at the Thiatre where he could watch closely the great stars whom he admired 
He took lessons in diction and recitation at the Gymnase dc la Parole, where he 
tried his youthful hand at directing classical plays Later he attempted to get into 
the famed Conservatoire, but being without influential friends, he failed 

After five years in the army he became a clerk in a gas company in Pans 
Joining the amateur group, Cercle Gaiilois, he urged them to present original plays 
instead of those m the archaic repertoire and projected a program of new plays, 
which included an adaptation of one of Zola’s stories Some of the members refused 
to participate and dented Antoine the use of their club for rehearsal Antoine 
persisted, and with a small group he founded the Thiatre Libre Zola came to the 
rehearsals and brought along Diudet, both praised the work of the amateurs The 
first performance in 1887 succeeded largely through Antoine’s acting and directing 
of the Zola story ]acqucs Damour The celebrated F ree Theatre had begun 

Tor eight years, struggling with inadequate finances and opposition to their 
largely naturalistic program, the Theatre Libre produced the plays of Curd and 
Bneux and provided a theatre for productions of the plays of Tolstoy, Ibsen, and 
Hauptmann Antoine’s integrity is attested to by the fact that when hts talents as an 
actor brought him an offer from the Odion theatre, at the close of the first season 
of the Thiatre Libre, he refused Apart from his creative inspiration as a director 
and producer of important modern French and foreign plays, Antoine was an ex 
cellent naturalistic actor One critic wrote “He never plays Antoine, he always 
plajs his character and, penetrating the soul of his character, he presents him in an 
unforgettable manner It is singular, but it seems that there is no stage, and that the 
raised curtain of the Theatre Libre disdoses people in their houses going about 
their affairs unconsciously and without knowing that they are being watched ” In 
an effort to create reality on the stage, he often turned his back to the audience, 
and it became a joke to call the Theatre Lsbre “Antoine’s Back " 

He criticized the teaching at the Conservatoire, and urged that the art of 
acting be founded on truth, observation, and the study of nature Together with 
these innovations in acting, Antoine also made reforms in staging, influenced heavily 
by the German Meminger Company, and revolutionized stage settings by introducing 
the vivid “slice of life." 

In 1894 fatigued by years of struggle he turned the theatre over to others 
.After phfMg sss6 directing si severed ihcsircs he opened she T.bA'/.v AMtwaf -in 
1897 where he repeated some of his earlier successes From 1906 to 1914 he was the 
director of the Odion, the second greatest theatre in Paris After World War I 
he became a drama critic nnd the dean of French theatrical writers, directors, and 
actors 

Antoine’s diaries for the years 1887 to 1929 detail a running account of his life 
in the theatre In May, 1890, during the second season of the Thedtre Libre, he 
formulated an artistic program to acquaint the public with his theatrical ideals 
The following selection, dealing with the actor m the Thedtre Libre, is drawn from 
this manifesto and is being made available in translation for the first time 
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The New Acting of the Thiatre Ltbre 

The Actors 

I 

It is not too much to assert that, with but a few exceptions, all the works pre 
sented by the Theatre Libre have been played by amateurs, that is, by volunteer 
actors who do not at present follow the acting profession and have never appeared 
in a public theatre. 

The core of the company of the Theatre Libre has been composed, for these 
three past winters, of young people who have come from various pm ate organiza 
tions where they put on plays for their personal pleasure * 

This does not, of course, mean that we consider these performers on the same 
level as professional actors 

If the monthly performances of the Theatre Libre have at times been judged 
adequate from the point of view of interpretation, we must not forget how tolerant 
the audiences have been of our presentations They were not unaware of the fact 
these actors by night were simple workers or cmplojees who worked hard because of 
their love of the theatre and who, because of their daily occupations, did the best 
they could 

As a basis for the comments we are about to make, we should like to choose 
deliberately, among the various pieces of the Theatre Libre the cast of the Power of 
Darkness Whether the audience was unusually indulgent that evening, or whether 
the masterpiece which our improvised actors had the rare honor of interpreting stimu 
lated the critics, their notices were unanimous in pointing out the irreproachable 
and adequate (we do not say perfect ) performances of the various characters in 
the play 

Casting a glance at the program for the evening ot February 10, 1888, wc see 
that the various roles in Tolstoy’s drama were created by an employee of the Mm 
istrj of Finances, a secretary in a precinct police station, an architect, a chemist, a 
traveling salesman, a wine merchant, a bronze manufacturer, etc. .. 

Moreover, the important feminine roles were played by a dressmaker, a book 
binder, a post-office worker, etc All these young people only rehearsed eienmgs — 
as «. the. custom. <af t hr. Tbr.dtxe Libre — and. aC'cx their day’s work. 

It is easy to quote here the name of one of the most eminent French critics who, 
watching die ensemble and following the spirit of their interpretation, stated that he 
had never seen a theatre piece better acted M de Vogue, an expert in things Rus 
snn, openly expressed his amazement in a scholarly study in the Revue des Deux 
Mondcs at the striking truthfulness with which the principal characters jn the play 
were portrayed 

Since then, almost all of these apprentice actors have played to different audi 
ences — at London, at Brussels — and everywhere they have been received as profes* 
stonal actors Nor have they ever been found wanung in their efforts 

Fmall), about a dozen actors of the Theatre Libre have gone in the past three 
jears to other theatres in Paris Five of them are at present members of the Odion 


Andre Antoine Le Thiatre Libre Pam May, 1850, pp. 72 SO 
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company, where unfortunately the directors cither could not or would not utilize 
the qualities which the critics had discovered in them. 

This revealing example leads us to ask if it is not possible to organize a spe 
cial and unique company for a true theatre, a company which, disregarding per 
sonalities and outstanding talents, would give especially interesting productions 

We must ask ourselves if we cannot draw some conclusions from the work of 
these inexperienced actors, possessing only their natural gifts, their good will and 
their intelligence, lacking all traditional theatrical training and yet for three years 
successfully carrying out the difficult task of interpreting the plays of widely as 
sorted dramatists May we not simply conclude that the traditional training thej 
lacked is perhaps dangerous — and at the very least useless and above all badly or 
gamzed ? 

Since we are careful here not to make empty statements and feel duty bound 
not to make frivolous accusations but always to test theories by the facts, it becomes 
necessary — however lacking m interest these digressions may be — to examine in 
passing this traditional schooling against which we cannot protest strongly enough 

III 

We have an outstanding school of acting, one which is strangely diluted in and 
almost absorbed by a music school which is far more important and more privileged 
than our theatrical schools Naturally, the State subsidizes, supports, administers 
and watches over this dual institution 

At the school on the Rue Bergerc there are four classes in acting, each taught 
by an eminent actor Certainly one could choose no better persons than Messrs Got, 
Delaunay, Maubant, and Worms Each one of these teachers, two of whom arc 
very busy at the Comidte Fran^atse, devote a two-hour class twice a week to the 
subject they teach Since the school year extends over some eight months, the yearly 
amount of time spent may be estimated at from a hundred to a hundred and twenty 
five hours Each instructor teaches a dozen students of both sexes Hence it jollous 
that a young man taking a course receives at most ten hours of direct teaching per 
year 

What can such a system produce? At the very best, the teacher will have had 
the time at the end of the school year to gi\e a dozen lessons to a student Thus, the 
teaching is limited to a small number of classical scenes given irrespective of the 
natures and temperaments of the students 

We might easily ate the example of a jeune premier admitted to the Conserve 
tone after auditioning a scene of a hundred lines of poetry v who studied three years 
in the same role, won first prize, and then one fine evening made his debut at the 
Comedic Francaise in this self same passage How can this prize winning artist be 
capable of composing or creating anything whatever when, once he has made his 
debut, he finds himself called upon to portray another character? 

Everyone protests against the deplorable results of these competitions at the end 
of the school year, everyone demands reforms, which in the present state of affairs 
are impossible and useless The source itself is corrupted 

The recruitment of students is not the product of entrance examinations but of 
recommendations, “pull," and the intervention of influential individuals. It is im 
possible for a young man endowed with a passion for the theatre, even if he ha.' 
the finest talent, to get into a class if he is not lucky enough to have influence 
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The result is that at the present time some o£ the prize winners are not even 
utilized. Walking the streets of Pans are ten first pnze winners (whom I could 
name) who are not wanted by any director and who are absolutely unable to cxer 
cise an art they have studied for four years under the conditions we have jut out 
lined 

Why not say so 5 The instructors at the Conseriatoire themselves do not believe 
in the merits of the system, and one of them eagerly sends his pupils to the Thiatre 
Libre where they can learn their profession at the best and the only great school 
the audience 

IV 

In view of the hoped for development of a new generation of writers and dra 
matic works, we ate on good grounds if vve affirm that this rebirth will demand new 
means of expression Plays based on keen study and observauon will require in 
terpreters, lively and genuine actors imbued with reality 

These future works, based on a broader and more flexible aesthetic, m which 
the characters are no longer typed, this new theatre, no longer based — as was the 
theatre before it — on five or six conventional types, always the same and constantly 
reappearing under different names and in different plots and settings, this multi 
plicity and complexity of characters brought to the stage will, I have no doubt, 
bring forth a new generation of actors apt for all kinds of roles feunes premiers, for 
example, will no longer be just a single type but will become in turn good, evil, 
stupid, witty, elegant, vulgar, strong weak, courageous, and cowardly In short, 
they will be living beings— complex and variable. 

Thus the actor's art will no longer be based, as was that of the acting companies 
in the past, on physical qualities and natural gifts it will thrive on truth, observauon, 
direct study of nature. 

We will achieve in the theatre what has occurred in the other interpretative 
arts, in painting, for example, where the landscape artist no longer works in his 
studio but in the open air and in the midst of life The theatre will no longer pro- 
duce dramauc artists rcpcaUng the same roles over and over again, roles which 
have been created and established for centuries by several generations of famous 
actors The actor s intellectual talent will again be directed tow ard truth and exact 
ness 

Since the theatrical style in the new works tends more toward the use of every 
day conversation, the performer will no longer have to declaim in the narrow and 
classical sense of the term but will have to tal\ a feat which wall be found to be as 
difficult 

V 

What at the present time is meant by the term, the art of elocution, consists 
solely of endowing the student with exaggerated enunciation, of developing hts 
voice 3S a special organ quite different from the voice he really possesses For sixty 
years now, all the actors have spoken only through their nose, simply because that 
kind of elocution is necessary to be heard by the audience in our too large halls 
tilth their poor acoustics, and also because speaking through the nose prevents the 
voice from aging and wearing out with the years 

All of the characters in the present-day theatre have the same gestures an! 
express themselves technically in the same manner, whether they be old or yonng, 
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ill or in good health All the fine speaking artists forego those infinitely numerous 
nuances which could illuminate a character and give it a more intense life 

In most of our theatres, either too huge or badly built, not only do the plajers 
not speak, they yell, and the unfortunate actors are forced to do this so much that 
even when they play on the boulevard theatres they retain these excesses and exag 
gerations which cause an actor to stand out among ten people chatting 

VI 

The same transformation will have to take place in the other spheres of dra 
matic art with stage sets brought back to the actual dimensions of scenes of con 
temporary life, the actors will play in true to-hfc settings, without the constant need 
to stride poses m the customary sense of the term The audience will enjoy in an 
intimate play, developing simply and naturally, the simple gestures and natural 
movements of a modern man living our everyda) life 

The actual movements on the stage will be modified the actor will no longer 
step out of the setting in which he has been playing and pose before the audience 
He will fit in with the furniture and the stage props, and his performance will be 
broadened to include those thousands of nuances and details which have become 
indispensable m capturing the spirit of a character and building it logically 

Purely mechanical movement, voice effects, empirical and redundant gestures 
will disappear with the simplification of theatrical action and its return to reality 
The actor will come back to natural gestures and will substitute composition for 
effects achieved solely by means of the voice Expressions will be based on familiar 
and real props a returned pencil or an overturned cup will be as significant and will 
have as profound an effect on the minds of the audience as the grandiloquent exag 
gerations of the romantic theatre 


VII 

Need we add, moreover, that this apparent revolution is nothing but a return 
to the greatest examples of tradition and that the most illustrious actors who have 
graced the French stage have owed their magnificent effects to simple means? 

Do we not have behind us the lesson of Hippolyte Clairon playing Racme 
with more naturalness than her predecessors and rivals had found in him? 

What about Tommaso Salvini, the Italian tragedian we admired when he was 
in Pans? Did he not move us profoundly by the soberness of the methods he used? 

Furthermore, has not Got, the present-day dean of our great theatre, in a long 
senes of truly modern creations, proved the power of his admirable art by the sim 
pltcity and genuine originality of his portrayals? 

Has not Mounet Sully, in his Hamlet, aimed at and achieved the loftiest and 
most original conceptions of his career by his simple and almost trivial contrasts 
(2nd and 4 th scenes of Hamlet )? 

Finally, are not the due of our reigning artists, Rejanc, Fibvre, Dupuis, and 
St Germain actors who 31 m above all at nature and who attempt to embrace 
truth? 

Did not Moliere himsdf assert on several occasions that it was necessary to act 
as one speaks ” And docs not his Mascarille make fun of the actors who can 
not or wdl not bring out " the high points ? 
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AJ though it may sound a little paradoxical, one may almost lay down the prop- 
osition that In an actor, the projection is the enemy of art 

Wc mean the professional skdl that is abnormally de\ eloped, that invades 
everything, we mean too frequent tricks and cleverness which sufle personality and 
dominate the supreme quality of the dramatic performer emotion, that kind of 
special 3nd double sensttvity which imbues the actor who is a true artist. 

Here, moreover, as in all the arts, sincerity, flan, a kind of conviction, and the 
special fever that grips the interpreter are the most precious gifts 

The teaching of drama, as it is applied, snuffs out this special kind of nervous 
ness and levels all temperaments Individuality becomes rarer and rarer, and wc 
find that our greatest actors were mediocre students precisely because their artistic 
temperament resisted traditions and narrow, over-special ized training How many 
of the ten noted actors of Parts distinguished themselves m competitions at the 
Concert atoire? 

Once someone asked Stendhal if he had ever seen a play perfeedy rendered 
He replied * Yes, some time ago in Italy, by mediocre actors in a barn ” 

Obviously, he was referring to the way in which these obscure and unknown 
actors had acted as an ensemble And he was certainly right, for is not ensemble 
playing the most complete and the most exquisite joy in the theatre? We must 
admit that such a treat is almost impossible today, even the Theatre Fran^aise, which 
nevertheless has m its company the most remarkable actors in Europe, is no longer 
able to give us such a treat We have to go back several years and recall the open 
mg performances of L'Anu Fritz, for example, to remind ourselves what true en 
semble acting is like 

The ComfdieFraneaise finds itself today in the same situation as the other 
Pans theatres in which the star system has done so much harm to the dramatic art 
(and to the manager s box-office receipts!) Everywhere, when wc spend an evening 
at the theatre, we are fascinated by one or two first rate artists around whom every 
thing gravitates and for whom everything is arranged But in such a state of af 
fairs, what — from the stnedy artistic point of view — becomes of the measure, the 
balance, and the harmony of a dramatic work? Develop this theory before any 
present-day actor, and he will only be concerned in his performance with the part 
assigned to him he will think only of amplifying and developing his own role and 
its effect, even at the expense of throwing the whole work out of balance 

A very young artist at the Comfdie Fronfaise already crowned with success and 
endowed with a keen intelligence, had to carry in a lamp and a letter in the third 
act of one of the masterpieces of the contemporary theatre He was very astonished 
to hear the following said to him ‘ But, my dear sir, even though you have shown 
so much talent, subtlety, and finesse in the modest part you played this evening, you 
forget one of the basic principles of the art of the actor heep the character you 
portray on his ou n let el When you carry the lamp and the letter, you are nothing 
but a slight incident imagined by die author in order to hasten the course of his 
action As you hand over the letter to Mile Barter, one of the protagonists in the 
play, on whom all the attention and interest of the audience are concentrated 3t 
that precise moment by the express will of the author, if you find a way of putting 
on the entire Fourbertes de Scaptn, Les Precteuses ridicules, and the five acts of 
VEtourdt, you will win applause from the indulgent playgoers, but you will intro- 
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duce an extraneous element into the drama, you will harm the skillful ordering of 
the work you are interpreting” 

This young man certainly did not understand what the other person meant 
jet he is one of the outstanding talents in the current theatre 

So the model for an ensemble company would be a group of about thirty actors 
of moderate talent, all equally gifted They would be simple people who at ways — 
no matter what h appened— followed this basic law of ensemble acting 
Translated from the French by Joseph M Bernstein 

JACQUES COPEAU 

(1878 ) 

Jacques Copeau was a native of lie de France Schooled at a lycei in Paris and 
then the Sorbonne, he wanted to be an actor, but the drama of the boulevards re 
pellcd him He admired the perfection of the symbolists, but believed that it was 
a perfection realized at the expense of excluding vast areas of human experience. 
The naturalists, he felt, rejected spiritual content 

Copeau went abroad, married, and then for two years managed a factory left 
to him by his family In 1905 he returned to Paris and made friends among the 
younger men of letters who, a few years later, would form the supporters of the 
new drama The life work of Copeau began in 1907 when he was made the 
dramatic critic of the Grande Ret ue Of these criticisms, Waldo Frank has written, 
‘they have all the simplicity, and violence, of prophecy In all of modern 

dramatic criticisms I know of no work more salient, more honest and irresistible, 
than these papers which Copeau flung against the contemporary Parisian theatre. 
One thinks at once of the early fulmmations of Bernard Shaw.” Those early essays 
helped greatly toward an understanding of the theatre which was to follow after 
Copeau s dramatization Let Frires Karamazov came to the stage of the Theatre 
des Arts Charles Dulltn astounded Pans in the role of Smcrdiakov, the deepest 
incarnation of the blood of Dostoyevsky” 

By the spring of 1913, Copeau had his little theatre of five hundred seats in 
the Rue du Vieux Colombier With Dulhn and Louis Jouvet as the mainstays of 
his troupe of eleven, the company retired to the country to prepare a repertoire 
But they did far more They did exercises in physical culture and dance, they im 
provised dramatic scenes, they read aloud, worked on their bodies, their voices, 
and their minds The guiding principle of the group was that originality of inter 
pretation grew from a profound knowledge of the text of the play They learned that 
tAe effectiveness o{ a rofe depended upon a Aarmony of tAe entire menCri 1 sad 
physical state of the actor 

During their one season in Pans before the war disrupted their activiues, 
the Theatre du Vieux Colombier presented fourteen dramatic creations including 
contemporary works like Paul Claudels L Cchange, Jean Schlumberger’s Les Fils 
Lout erne, classics of Mohere, Shakespeare, and modern works like Dostoyevsky s 
Brothers Karamazov In one year Copeau had created a community of actors and 
dramatic workers which laid the basis of a modern theatre During the third year 
of the war Copeau received a mandate from the French Government to gather 
the group together and come to the safety of the United States After the war 
Copeau returned to Pans where he produced the work of the moderns — Duhamel, 
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Gide, Vildrac — and developed his simple architectural stage which is a model of 
flexibility and economy. 

Copeau is represented in this volume by an extract from Un Essat de rino- 
tation dramatique, the manifesto with which he warned Paris of the intentions 
of his theatre 


The Manifesto of the Vteux Colombter 

The Theatre dti Vteux Colombter is open to all efforts, provided that they reach 
a certain level and are of a certain quality We mean dramatic quality Whatever 
may be our avowed preferences as critics and men of the theatre or our personal 
bent as writers, vve do not represent a school, whose entire prestige risks being called 
into question when the first blush of its novelty wears off We do not bring a 
formula, nor are we convinced that the theatre of tomorrow will arise and develop 
from these beginnings In this respect we differ from undertakings which have 
preceded us All of them — we say this without deprecating the contribution of the 
most famous among them, the Theatre Libre , and without minimizing the high 
merit of its director, Andr£ Antoine — were unconsciously rash enough to limit their 
field of activity withm the narrow confines of a revolutionary program We do not 
feel the need of a revolution Our eyes are concentrated on too great models to 
feel such a need We do not believe in the effectiveness of aesthetic formulas which 
are born and die every month among little groups, whose boldness is for the most 
part made up of ignorance We do not know what the theatre of tomorrow will be 
We proclaim nothing But wc pledge ourselves to react against all the worst features 
of the contemporary theatre In founding the Theatre du Vteux Colombter, we are 
preparing a place of refuge for future talents 

The Company 

Even theatrical companies subsidized by the State are today suffering from a 
lack of guidance and discipline, from greediness for profit, and the absence of a 
common ideal As for the Boulevard theatres, they belong to the great “stars” who 
force their directors to make ruinous expenditures, throw stage productions out of 
balance, attract the audience’s attention to themselves rather than to the play, and 
cheapen the playwright’s talent by using their plays only as vehicles for their own 
Vac'hyji. 

The last integrated company we saw in France was that of the Theatre Libre 
The members had a faith they all shared And the director brilliantly exploited 
their common sentiments 

The Theatre du Vteux Colombter in its turn brings together, under the dircc 
Uon of one man a troupe of young, disinterested, and enthusiastic players whose 
ambition is to serie the art to which the) have devoted themselves To put an end 
to * ham acting,” to create for the actor a better atmosphere for his dev elopment as 
man and artist, to educate him, to inspire him with a sense of conscience, and to 
initiate him into the morality of his art — to that end our efforts will be stubbornly 
bent We will always have in mind the perfecting of individual talents and their 


Jacques Copeau "Un Esiai de renovation dramatique * Etudes d art dramatique, critiques i un 
autre temps Paru Editions de la Nouvelle Revue Frsnqaue 1925. pp. 245 24S Copyright 1925 
By permission of Librame Galbmard 
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subordination to the group We will fight against routine procedures, agatnst all 
professional distortions, 3gain$t paralyzing over specialization. Finally, we will do 
our best to renormalize these men and women whose calling it is to represent all 
human emotions and gestures As much as we possibly can, we will bring them in 
contact with nature and life outside the theatre! 

For two months now, the full company of the Thiairc du Vteux Colombter 
has been together and its work has begun On July 1, it moved into its summer 
headquarters in a tiny village in the Seine-et Marne district, way out in the coun 
try There, every day for five hours it is studying the plays in its repertory under 
the eye of its director Two further hours are spent in the open, devoted to sight 
readings as exercises in mental alertness and voice training, to analyses of literary 
texts (plays, poems, fragments of classic prose), and to physical exercises The ad 
vantages of this kind of training will not be fully appreciated until several years 
have past But already they are beginning to be felt. 

Today, September 1, already knit together by two months of work m common 
and in command of a part of its repertory, the company is returning to Pam to re 
hearse for a month and a half more — on the stage, with costumes and stage-sets 

The Student Actors 

Since our method bears on the very nature and character of individuals who 
have already been molded by previous influences, vve do not doubt that it will en 
counter strong resistance Hence, in this respect, vve should like to go much further 
in our reforms This involves creating not only the theatre but— side by side with 
it and in the same framework — a real school for actors Admission would be free 
and vve would enroll, on the one hand, very young people and even children, and 
on the other hand men and women who have a love and instinct for the theatre but 
who have not yet compromised this instinct by defective methods or professional 
routine Such a group of new talents would later constitute the greatness of our 
undertaking From among them we would get, in the very first years, actors capable 
of playing bit parts and a number of trained walk-ons who felt at home on the stage 
— far superior to those vv ho are generally used 

We fear that the tremendous burden of work will not permit us to carry out 
this project for a school right at the outset of our undertaking But as soon as we 
are able to do so, vve will bend every effort to that end Then, in a new article vve 
will outline our organizational scheme 

Translated from the French by Joseph M Bernstein 

LOUIS JOUVET 

(1891 ) 

Louis Jouvet, whose saturnine characterizations have been seen in numerous 
French films, began as a druggist with a diploma but with no stomach for his 
work The young man did not look for an apothecary, but established himself in 
a tiny theatre in Montmartre Waldo Frank, m his litdc volume on the Vteux 
Colombier described the importance of these salles de quartter in his account of 
the union between Jouvet and Jacques Copeau Copeau recognized in Jouvet, not 
alone an actor of genius, but as well a craftsman for whom the stage had remained 
a temple to humble, human effort Drama had retreated from the Boulevards 
it was beaten and lowly It was by no means dead In the cheap quartter theatres 
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to which the workman brings his wife and children, m the drenched smoke of 
the taverne, among the bistros and improvisations of barrack and provincial fair, it 
hid entrenched itself It had fled back to the people who had once supported its 
high ancestry — the com media dell arte And here m its last hiding place, Copeau 
sought it out, and mustered his practical collaborators ” 

With Charles Dulhn, Jouvet became one of Copeau’s disciples, studying and 
acting with the Vietix Colombier During World War I, Jouvet and Dulhn were 
released from service to come to New York and act with Copeau in behalf of 
the French Government In 1922 Jouvet was asked to take charge of Jacques 
Hebertot’s Comedie des Champs Elysfes He and Georges Pitoeff alternated in di 
reeling the theatre One of Jouvets popular productions here was Jules Romams’ 
Dr Knoc\ played in a stylized setting In 1934 he came to the Athenee, where he 
employed simple imaginative settings to stage the intellectual dramas of Romams and 
Giraudoux, whom he admired In his production of Giraudoux’ Madwoman of 
ChaiUot Jouvet chose the role of the ragpicker, which John Carradinc played in 
the New York version The Madwoman, so brilliantly played here by the British 
actress Marti ta Hunt, was done by Marguerite Moreno 

The season of 1948 was made memorable at the Athenic by Jouvet’s produc 
tion of Don Juan after years of preparation and nearly a year of rehearsal 

Jouvet’s concern with the deepest implications of the actors art is borne out in 
the selection from his book Reflexions dti comedien w hich follows 


Comedian and Actor 

We must first of all make a technical distinction between actor and comedian, 
terms that are used interchangeably in common parlance. The actor can only play 
certain roles, he distorts the others in line with his personality The comedian, how 
ever, can play all roles The actor takes a part, the comedian is taken by it Garrick 
was a comedian he was able to interpret tragic and comic roles with the same power 
and the same truthfulness The confusion in everyday speech may be explained by 
the fact that the line of demarcation between comedian and actor is never strictly 
defined We call attention to this difference from the very outset so that we may 
explain the workings of the acting profession, but there are actors who are come 
dians and comedians who arc actors 

A tragedian is always an actor, that is, an interpreter whose personality is so 
strong and so unmistakable that pantomime — even when it plays a large part in his 
role — always leaves him m possession of his personality 

Pantomime is a human instinct present from the earliest childhood Hence, 
the perfect comedian would be one who developed this instinct to its maximum In 
any event, vve must study the calling and profession of comedian from the human 
point of view The qualities of adaptation in a human being, oriented and directed 
toward a definite goal, make the professional comedian 

The chief difference between the comedian and the actor lies in this panto- 
mime, which is not so extensively developed in the actor as in the comedian The 
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way in which an artist interprets a role — the process by which he succeeds in build 
ing up his characterization— determines how much of an actor or comedian he is 
The actor substitutes himself for the character, the comedian operates by means of 
penetration and insinuation 

When to the instinct for pantomime is added a persistent need for escape and 
incarnation, there is a calling This calling usually reveals itself very early and au 
thoritatively, and it must overcome the idea that the comedian’s profession is a 
shameful one But we may also discern in thi« calling a very intense desire to please 
— in a sense a mania for sociability \ true comedian practices a manner of living 
The theatre is more thin a profession — it is a passion 

It is hard to formulate rules for the profession, except for several laws of tech 
mque There are several reasons for this 1 It is an empirical profession 2 The 
comedian is an instrumentalist who is his own instrument Only one other kind of 
artist, the singer, is virtually in the same position 3 The study of the theatre is a 
comparative science which proceeds from the notion of collectivity There are three 
kinds of actors, all lightly interdependent the actor author the actor -comedian and 
the audience actor We must always bear in mind the process of osmosis that goes 
on among these three elements 4 Exercising the comedians profession is a per 
petual adaptation Theatrical art, more of an improvisation than any other art, re 
fleets the atmosphere of a period and is subject to the laws of fashion Hence what 
ever indications we may give have only a relative value 

A Comedian it Commissioned by the Audience 

The mechanism of the comedians calling is explained by the origins of drama 
which is a collective manifestation Among primitive peoples, for example, a whole 
tribe begins to dance spontaneously in order to express its sentiments Then there 
comes a moment in which one dancer takes precedence over the others and per 
forms more remarkably because he is endowed with more powerful magnetism than 
his fellows Gradually the others drop out, and he dances alone in their midst In a 
sense he is inspired and sustained by all his companions who have become the audi 
ence He is the soloist commissioned by the mass 

Similarly in ancient days, an inspired individual got up on a cask or some 
boards, the jokester of his group, he began to talk or sing The others did not listen 
to him right away, but then they encouraged him The audience sat down and 
waited, and the * commissioned individual found out how to respond to them 
A dramatic theme was created and the profession of comedian was born We see 
this same phenomenon in childrens games At first all the youngsters participate, 
then one child draws apart He becomes the protagonist The others group them 
selves around him, listen, and spontaneously recapture the state of mind of the first 
audiences in the ancient world— the circle and the circus 

There are no rules m the theatre when there is a personality Nevertheless, this 
sustaining of the actor indicates that the play exists and develops to the extent that 
the audience collaborates with it When those who serve the theatre are no longer 
delegated’ or 1 commissioned,” the play has no meaning 

Physical Gifts 

Beauty, power, nobility, resonant voice, gestures, and bearing are the first gifts 
of the comedian He must acquire flawless articulation, dramatic sensibility, the 
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understanding of a script, and the ability to project it on the stage, he must know 
how to dress and make himself up, and he must learn how to combine these quali 
ties in a harmonious way In France, we base had comedians who fulfilled these 
requirements Lekain and Mounet-Sully 

One may arme at a certain degree of excellence in the profession without pos 
sessmg all the foregoing qualities Personal gifts must, from the scry beginning of 
ones studies, be confirmed by signs of progress and by medical checkup (physical 
resistance, the state of the lungs and throat etc ) 

The comedian must train his physique by meins of sports Although he need 
not indulge in acrobatics as the Romans did or the modern Russian comedians do 
yet he must render his body flexible enough for every kind of movement called 
for in the script 

In training his voice, the comedian must first pitch it as singers do, then he 
must get to know its exact register Once he has acquired a good diction, he must 
study elocution In the seventeenth century, that constituted almost the entire art 
of the comedian For a long time acting, properly speaking, was reserved to pan 
tomimists and actors of the commedta dell arte Once when he was asked his ad 
vice, Henry Irving said Speak clearly! He answered all such questions with this 
motto Speak clearly! and added Be human 

Elocution demands perfect enunciation dear pronunciation, and correct speech 
Then comes the correcting of accents and the work of intonation But the basis of 
this art, like that of dancing ind singing, is breathing Only long, pamstaktng and 
regular work will give the perfect diction that is the first quality of a comedian 
Gesture is another language — a universal language The comedian must strive 
to be as accurate in gestures as lie is in intonation A Greek proverb speaks of “talk 
ing improperly with ones hands Walking across the stage is one of the first 
and most important difficulties During rehearsals of each new play, the comedian 
must work hard to get ‘in the swing of the piece, to become part of the stage 
setting and atmosphere And knowing a part to ones fingertips” often demands 
long study 

It goes without saying that a comedian must know how to dress and move 
about in costumes of the most varied types and periods Knowing his facial traits 
and the effects he can achieve by them, he must learn how to alter them by the art 
of makeup, in which he must have some notions of painting lighting, and even 
physiology 

The Script 

Emotion must create and guide gesture Emotion is ihe share of sensibility 
contributed by an actor in reciting a script 3nd in bringing it to the stage The 
comedian must know how to think through a script — that is how to visualize h 
in dramatic terms after receiving definite impressions from his reading of it As 
Piul Claudel says ‘The script has a savor and substance, it is a source of nourish 
ment One must be able to size up the plot and the dramatic situation of a play 
A role is a blank page on which one writes first of all ones emotions,” says Slants 
lavsky Then, depending on whether the interpreter is an actor or a comedian, he 
tries out the part during rehearsals and finds the proper harmony with his cast. 

There are scripts that are hard to play by speaking them — which is the who’e 
art of the modern comedian The value of our classical plays lies in the fact that 
they can lie both spoken and played A fine text constantly stimulates the performer 
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and bears repeating The actor who depends on the script must similarly be able to 
stimulate the audience The script engenders emotion, dramatic sensibility, and also 
a way of listening (a very important quality to which attention is rarely paid) Scripts 
are of necessity composed with an eye to the dramatic qualities of the performer 
either the author in writing his play had a definite actor in mind or the actor natur 
ally corresponds to a part — that is, what is called in the language of the theatre a type 

The list of these types has changed with changing periods of the drama The 
types in the mystery plays of the Middle Ages were very different from those m the 
classical Greek theatre Later, in the commedia dell' arte, one finds the most com 
plete list of these types In Shakespeare s theatre they were individualized, with 
women’s parts taken by men In Mohire’s theatre the types were better defined 
Eighteenth-century tragedy marked a further evolution and melodrama required a se 
nes of special types 

These were the types in tragedy first roles, princes, second roles, kings, third 
roles, confidants The women included queens, princesses old and young, confi 
dants In comedy the outstanding first role, jeune premier third roles and raison 
netirs, noble fathers, judges, old men, valets, first comic, second comic, servants, 
walk-ons The women heroines, mginucs, coquettes, jeunes premieres, character 
parts, soubrettes, peasants, servants 

A comedian can play several types An actor usually sticks to a single kind 
of role 

In our own day the list of types is quite eclectic and it is difficult to classify 
them accurately Authors’ creations give rise to types, but actors with strong per 
sonalities, reacting in turn on literature, create secondary types 

Harmony with the Audience 

After finding the proper harmony with his cast, the actor must achieve har 
mony with the audience To attain this is a difficult matter for, as instrument and 
instrumentalist, he cannot see himself, judge himself, or hear himself, and he is 
playing in an ensemble Before going out on the stage, the actor must cultivate an 
‘inner sdence’ and at the same time bring about a physical deconcentration But 
once on the stage, the comedian must be able to put himself in the second state and 
control himself 

Control of the Emotions 

Control of the emotions is a delicate problem which, despite numerous contro 
versies, has not yet been setded Must the comedian who moves the audience be 
htmscYt moved"! As a matter or iact, the question is 'badly put There are only m 
dividual cases Got used to say * The actor must be dual . that is, as the per 
former plays and feels, a kind of reasoning being must remain vigilandy within him, 
by his side . a regulator, as they say in mechanics ” 

This statement, which sums up the sentiments of all experienced actors, seems 
to disprove Diderot’s famous Paradoxe Works on the acting profession arc so in 
frequent that as soon as a genuine writer composes one, it becomes a kind of docu 
ment to which everyone refers — even the comedians Diderot was not himslf a come 
dian, he could not experience and understand the mysterious process of the move 
ments that quicken the actor on the stage Diderot the writer knew a great deal 
about performances and back stage incidents and wrote some splendid comments on 
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life in the theatre But m reading him we must never forget the title of his work 
it is a paradox 

Does not this dualism, which Diderot considered paradoxical, exist in every 
man who, even as he speaks with one of his fellow men, retains his free powers of 
reasoning? This dualism also concerns the audience Someone should also write a 
Paradox o/ the Spectator Lake all paradoxes, Diderots is a preconceived state of 
mind It is neither a criticism nor a theory, but an enigmatic way of discoursing 

The actor’s fear of ‘stage fright’ (which some actors have never been able to 
overcome) is an added ingredient, a kind of preparation for anaesthesis on the stage 
and for the grace of inspiration without which there is no great comedian Mounet 
Sully alluded to this grace when, leaving the stage one evening he said Tonight 
the god did not come ” 

On the stage and m the presence of an audience, the comedian must remember 
that he must not only portray a character, he must also be that character and feel 
his feelings He must acquire a safety mechanism which then arouses emotions 
Thus he will retain the original rhythm of the work, and his personal magnetism 
will get across the footlights, where it will be felt by the expectant audience. 

The Magnetic Field 

By virtue of the fact that it has entered a theatre and gathered to wait for the 
curtain to nse, the audience has already created a magnetic field If its expectations 
are disappointed or if, in the course of the performance, the actor s personal magnet 
ism disappears, the audience gets a sense of alienation It is enough for one actor 
to be out of tune for the play to be ruined or to stop dead 

Every human bang has a specific gravity Before an audience one may say 
that the comedian has a density — the quality of his presence The comedian must 
learn to make use of this dynamism, this kind of aura that surrounds him This 
presence is of course greater in an actor than m a comedian The impression of self 
sufficiency which certain actors sometimes give is an excess of personality The same 
is true of the sense of authority on the stage Other things being equal, this au 
thority is much greater in an actor than in a comedian or at least it is not achieved 
by the comedian except at specific moments when he is in perfect possession of his 
role 

The shyness and timidity felt by many performers, far from harming them, may 
be useful and even necessary Human beings may be divided into inhibitionists and 
exhibitionists, according to the way in which they externalize their sentiments An 
inhibitions actor is not on the same level as the character he has to interpret In 
order to raise himself to the level of his role, he must exploit this insecurity, which 
will tend to dimmish as he goes on One cannot become a true professional unless 
one learns how to utilize this feeling of shyness and fearfulness As the actor plays 
a piece, his insecurity disappears, his self-consciousness decreases His sensibility 
lessens, but his power of execution gams 

The actor enters into the work of art with his entire being, his face, his fea 
tures, his voice, etc , and his task is to identify himself completely with the role he 
represents In this connection the poet has the right to demand of the actor that he 
really put himself completely into the role given him, without adding anything on 
his own, and that he behave as the creative writer conceived and developed the part 
The actor must be in a sense the instrument on which the author plays, a sponge 
which is soaked in all the colors and makes them unalterable. 
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‘ The tone of his voice, his manner of reciting, his gestures and physiognomy 
— all his outer and inner manifestations — demand an originality m conformity with 
the specific role 

* Indeed, the actor as a living human being has his innate originality with re 
gard to his voice, his external appearance, and the expression on his face — he is 
forced either to suppress this originality m order to express a universal passion or 
a known type, or to harmonize the various facets of his role with the traits that have 
been strongly individualized by the writer’ — (Hegel ) 

Translated from the French by Joseph M Bernstein 

JEAN LOUIS BARRAULT 

(1911 ) 

Jean Louis Barrault, familiar to American audiences as the mime m Children 
of Paradise, is director of the Theatre Mangny and societaire of the Comedic 
Franpaise A student of art history and an instructor at French College, Chaptel, a 
secondary school, Barrault began his theatre work in 1930 with Charles Dulhn 
Five years later, under Dulhn s supervision, he directed his first play, an adaptation 
of William Faulkner’s novel As / Lay Dying His first film role was in Les Beaux 
Jours, and he has since made numerous motion pictures In 1940 he entered the 
Comidie Franpaise and became a societaire, playing many classical roles 

After World War II Barrault began his work at his own Theatre Mangny 
Here he has produced revivals and new plays like Paul Claudel s Partage de Midi 
and Albert Camus’ The State of Seige ( The Plague ) As guest director for the 
Comedie Franqaise, he has staged Claudel’s Satin Slipper and Mauriacs The Badly 
Loved It was Barrault who created Hamlet in Gides translation In the words 
of Eric Bentley, who translated the following essay by the actor "Barrault is the 
only actor I have known who, when he reads Hamlet, can believe his own eyes and 
ears, and consequently can stand by Shakespeare, however extravagant, irrelevantly 
funny or obscene the poet may seem to be ’ 

Like Chaplin in his devotion to the ancient pantomimic art, Barrault uses his 
commedia dell arte technique in mime plays A portion of Baptiste one of these 
plays, provided the pantomime in Children of Paradise He reports that it took him 
‘ three full days and nights, to plan and work out the little pantomime of the stolen 
watch ' In this film Barrault reincarnated the figure of the great Pierrot Deburau 
But Barrault is more than a mime, he acts with voice as well as with body He wrote 
Mime and diction are the two sides of an actor’s art, and the visual and auditory 
sensations must crystallize into a unity for the actor as well as for the audience 
Barrault says his acting ideals derive from Stanislavsky, Pitoeff, and Gordon Craig 
whose concept of the super puppet is a factor in Barrault s opinion that the good 
actor must have something of the robot in him With Jouvet and Dulhn, Barrault 
is the center of French theatrical life 

The following selection is drawn from a longer essay on pantomime by Barrault 
Pantomime 

We all receive a weird education We arc taught how to write We are taught, 
to a lesser degree, how to speak But we are rarely if ever taught how to move We 

By permission of Jean Louis Barrault and Eric Bentley 
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know writing, therefore, and can recognize its fine points, can recognize poetry, 
we have an idea of the word and can usually appreciate eloquence, but, having little 
notion of the significance of gesture, only with the utmost difficulty can we appre 
ciate any art that proceeds from it. 

If we appreciate dance, it is because dance is to gesture what song is to diction 
The word and the gesture are the resources of self, the means of expression Noth 
ing could be more foolish than to neglect one of these two means, yet it has been 
happening — and for a long time The word has been kept going thanks to writing, 
ns subtle and passionate derivative, thanks to an idea of genius, that of fixing what 
the mouth spits out in bubbles with signs executed by the up of the hand Writing, 
a miraculous artifice, partly preserves the word, nothing helps to preserve gesture 
Dance and sport may help incidentally, but not consciously To prose this point, 
it is enough to take a walk in the street All the people coming and going around 
you are people who can write, who talk (more or less), who know their nauve 
tongue Watch them move Follow them a second or two Observe the way they 
step off the sidewalk, the way they pass other pedestrians or walk side by side with 
them Watch them shift from one foot to the other when they talk with someone 
they meet And then ask why these persons, who know their own tongue, don’t 
know their own feet. 

Wc have lost our instinct for gesture This is scry clear when, during the train 
mg of a theatrical company, any given senes of gestures must be enacted the result 
is chaos Most people refuse even to give their attention to gesture They at best 
deem it a language for the dumb, the primitive form of acuon In our age writing 
has drawn everything to itself, we live in an age of talkers 

Wc must re-examine gesture For the sake of our education, of our culuva 
tion,’ we must clear this terrain so long abandoned Just as the theatre has for its 
mission the preservation of the so-called spoken language (as against the so-called 
wntten language), we must invest this same theatre with another mission that of 
preserving gesture Tragedy and comedy keep language going Pantomime will pre 
serve gesture 

Pantomime is not simply a child s diversion or an artist’s mama, it is the Art of 
Gesture in the broadest sense of the word It is not the feeble art of trying to ape 
the word by a convenuonal system of gestural language, it is the re-creation of life 
by gesture It is a region of artistic creation that has been so long unexplored that 
it seems to have regamed its virginity, a region across which, in the past twenty 
years, one or two pioneers have advanced, guided solely by the echo of an insunct 
more or less lost, their sole resource an intellectual intuition The task is a double 
one that of restoring the notion of gesture to those who are going to be mimes and 
to perform publicly, and to rehabituate the eyes of the public, restoring to them a 
taste for gesture, covertly guiding them towards the rediscovery of a lost sense 

A certain taste for pantomime already seems to be returning In a few years 
this art will have won back its proper place It will no longer be considered an in 
ferior form of theatre, good only for fair grounds and half literate audiences It 
will be recognized as a legitimate department of theatre art. When a man has ac 
quued a taste for the right gesture, he will presumably make his own gestures 
right”, and if he moves rightly he will have a better chance of living nghdy and 
might even end by reasoning nghdy 
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Proust once wrote about Sarah Bernhardt in Phedre The gesture of these ar 
tists said to their arms, and to their tunics be majestic, but their unsubmissive 
limbs allowed a biceps that knew nothing of the role to strut between shoulder and 
elbow Let us take Phidre as an example of gesture in spoken theatre 

The verbal form of Phidre is the alexandrine The alexandrine is founded on 
Number The way in which the alexandrine is spoken does not correspond to the 
ordinary way of speaking it is a diction whose rhythm is dictated by Number 
Nor is the way in which the actions of the play succeed one another the ordinary 
way They have been filtered and strained off from a narrative which was already 
abridged Their form is circular, they come one upon the other in perfect symmetry 
The total action of Phedre is a pure geometric figure In composing Phedre Racine 
obeyed the exigencies of Number and pure geometry The language is elliptical 
the action is crystallized In order that this purity may be safeguarded throughout 
the actor should also move in a way that is not ordinary His gestures, like the 
alexandrines he speaks and actions he performs, should be regulated, chosen 
rhythmic 

If this is not observed it becomes impossible to pass from a gesture to a sound 
The required synthesis of the seen and the heard cannot take place If in the the 
atre one thinks oneself in the presence of ordinary life one asks why the characters 
talk and act in so unnatural a way But if one regards the stage as a magic circle 
a mysterious box of illusions, one is disappointed to see such ordinary characters on 
it Sensing this weakness, this lack of cohesion, many spectators consider theatre an 
impure art vulgar or second rate An audience that is used to naturalism in the 
plastic realm is, m general bored by tragedy When they ought to be protesting 
against the false notes struck by actors ignorant of gesture as they would exclaim 
against an orchestra playing cacophonies the rhythm of the alexandrine lulls them 
to sleep 

To acquire the science of gesture, to learn to create a language of gesture which 
is regulated chosen and rhythmic and which can be concerted with the vocal 
language of the author, the actor must submit himself to a training which wilt edu 
cate him 3nd make him supple Let us not hesitate to say it there should be deep 
in every actor an element of the robot The function of art is to lead this robot to 
wards the natural to proceed by artificial means towards the imitation of nature 
It is because the violin is a hollow box like a dead body, that it is so satisfying to 
furnish it with a soul To re-create life is to defy death, creation must start from 
death Exacdy like the breath and voice gesture has its language Exacdy as the 
heart beats in iambs (systole diastole) exacdy as the breath respires in iambs (in 
halation-exhalation), gesture too has an iambic rhythm (contraction relaxation) 
We walk iambs Exacdy like the spoken language the language of gesture has its 
syntax and its metrics 

Every gesture, indeed, is a phrase The attitude one takes up the move 
ment one makes, and the pointing out of something into which the moiemcnt 
is decomposed do these three phases not recall to our minds subject verb , and 
object ? It is moreover, by the respiratory apparatus that gesture is related to 
breath Are not our respiratory movements visible? The thoracic cage is the head 
quarters where news converges and whence orders for the smallest actions depart 
The chest turns over the smallest communications, like a butter churn Why regulate 
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the tt ord and not the gesture? Without analyzing our gestures further, let us say 
that there exists a tonic sol fa of gesture, an alchemy which e\ery actor should know. 
And the * transposed" gesture is just as far from the ordinary gesture as it 
is from dance, even as the alexandrine is just as far from prose as it is from song. 
There should be an absolute similarity between gesture regulated, chosen, and gnen 
rhythm by the actor, and the \ocaI form, regulated, chosen and gnen rhythm by 
the author. . . . 

Translated from the French by Enc Bentley 
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From the Hamburg Dramaturgy to Epic Theatre 

At the beginning of the eighteenth century when France had her well-estab- 
lished Comedie Franpaise and England her two patent theatres, modern German 
theatre was only beginning to emerge. While these other countries had developed 
professional theatres during the 1500’s, Germany retained the medics al amateur 
tradition in the performances of religious and neo-classical plays of Hans Sachs 
(1494 1576), the prolific Nuremburg author, and others The trend toward the cs 
tablishment of a national drama acted by professionals was frustrated in Germany 
by the disastrous Thirty Years’ War, which exhausted the resources of the country 
and prevented it from raising a national capital where theatrical life could take root. 

During the seventeenth century, French, English, and Italian players toured the 
numerous German principalities. From the foreigners, native troupes gradually 
acquired repertory and technique, adding the indigenous farces in which appeared 
the slapstick figure of Hanswurst or Pickelhcrnng. To one of the better companies, 
that of Carl Andreas Paulsen, Johannes Velten (1640-c. 1693) brought his talents. 
Educated at the university, Velten, animated by higher ideals, raised the standards 
of repertory and acting. Most actors, still vagabonds living on the periphery of so- 
ciety, continued to emet the stilted serious plays and the Hanswurst comedy. The 
numerous offshoots of Velten’s company served as training schools for Germany s 
first important actors and became the embryo from which most of the significant 
companies grew. 

The modern German theatre begins early in the eighteenth century with the 
career of Carolina Ncuber (1697-1760). With her husband, Johann, she joined the 
company of Christian Spicgelberg (d. 1732) of the Velten group. Soon they became 
part of the Haak Company (still another branch of the Velten players) where, 
with Karl Ludwig Hoffmann and Friedrich Kohlhardt, they tried to elevate ura 
malic and histnontc standards. When the Neuters undertook the management 
of their old company in 1727, they advanced the ideas of Johann Christoph Gottsched 
(1700-1766), the Leipzig professor and litterateur who wanted to replace the old 
Haupt undStaatsatyonen (serious or principal plays followed by an after piece) and 
the improvised Hanswurstiades with adaptations of declamatory Trench drama 

Although Carolina Ncuber seized upon Gottsched s program with great eager- 
ness, she faced many difficulties in putting it into practice. Her audiences disliked 
the formal French dramas and clamored for the old plays. Her actors had to acquire 
a new manner of acting for the imported drama. Accustomed to their improvised 
comedies, they now had to train themselves to memorize long verse scripts and to 
embody French heroic characters. Under Neuber’s tutelage some members of^ her 
troupe perfected the new classical style. Among these, Gottfried Heinrich Koch 
(b. 1703) and Johann Friedrich Schocnemann (b. 1704) were pre-eminent. Carolina 
herself did the most to cultivate the group; she devoted careful attention to rehears- 
als; she introduced elaborate, but fussy costuming, and she improved the morals of 
the company by having the actresses live under her roof. 
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Flora Leipzig the Neubers went to the thriving town of Hamburg, where 
Carolina berated audiences for fading to appreciate her reforms The public dc 
manded Hanswurst, and even though the Neubers held a formal ceremony to ban 
ish the farcical figure, he did not disappear from their repertory A disagreement 
over costuming, which was one of many differences which Gottsched had with the 
Neubers, turned him against the company, and their fortunes declined 

Since they had erected their histnomc practice on the edifice of the declamatory 
French style popular in the eighteenth century, the reforms of the Neubers and 
Gottsched soon went out of fashion Their positne contribution lay in the attempt 
to rear a literary and artistic German drama Gotthold Ephraim Lessing, at that 
time a student at Leipzig Unncrsity, gamed his earliest knowledge of the stage 
from the Neubers, who produced his first play 

Carolina Ncuber s disciples, Schoenemann and Koch, established troupes while 
their former mentor struggled m wretched poverty The first great actors of the 
German stage were in Schocnemanns company — Sophie Schroeder, Konrad Acker 
rnann (1710 1771), and Konrad Ehhof (1720 1778) Ackermann and Schroeder, 
who later married, went on to form a company of their own, but Ekhof remained 
with Schoenemann for many years, developing the first semblance of realistic act 
ing in Germany In 1753 Ekhof initiated a short lned Academy for Actors and at 
one of its first meetings he proclaimed Dramatic art is copying nature by art and 
coming so near up to it that semblance is taken for realitv, or to represent things 
of the past as if they were just happening In order to obtain some mastery of this 
ait the following things are required a vivid imagination, untiring application, and 
a ne\er idle practice ’ In 1764, when Ekhof became a member of Ackermann* 
company, which now included Frau Schroeders son, Friedrich Ludwig, the cele 
brated realistic school of Hamburg was well established 

Ekhof and the members of the Ackermann company, with the support of some 
local burghers, founded the Hamburg National Theatre, an ambitious project to 
promote fine drama and acting From 1767 to 1769 they performed the plays of 
Lessing, Schlegel, and Weissc as well as those of Moliere, Voltaire, Destouches, and 
La Chaussee The National Theatre employed Lessing as their salaried critic to 
raise the artistic tone of their venture Although internal dissension destroyed the 
Hamburg experiment, out of it came Lessings famous critique. The Hamburg 
Dramaturgy, a body of theatrical theory which appeared in a journal sponsored by 
the theatre In this work Lessing tried to annihilate the pervasive influence of 
French classicism and to encourage an interest in the dramas of Shakespeare Rec 
ogmzing that we "have actors, "but no art ol acting""' Lessing began a systematic 
analysis of acting basing his ideals on the natural performances of Ekhof Frus 
tinted in bis attempt to pursue the path of the actor because of the sensitivity of 
various members of the company, Lessing soon abandoned this aspect of his in 
vesugations Consequently only a small part of the Hamburg Dramaturgy is de 
voted to histrionic practice. 

The fortunes of the Hamburg National Theatre might have been different if 
animosity had not ousted young Triednch Ludwig Schroeder from their ranks 
Schroeder was an agile, versatile actor, dancer, and acrobat. He was twenty when 
Ekhof came to play in the Ackermann company, and although the arrogant young 
m3n taunted and criticized the older artist, he learned much from him. When his 
stepfather Ackermann died in 1771, Schroeder returned to Hamburg to guide the 
fortunes of his troupe and to initiate a great new penod in the German theatre 
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Like the young writers of the Sturm und Drang movement, Schrocder was in 
spired by the passionate and the revolutionary He abandoned French artificiality, 
he acted in the plays of Lessing and was the first to perform young Goethe s Goetz 
von Berhchingen Most significant, however, was the fact that from 1776 to 1780 
he produced eleven plays by Shakespeare Despite his use of a rather mutilated 
version of the play, his interpretation of King Lear was considered the apogee of 
histrionic art Like his contemporary Garrick, Schrocder influenced the art of hts 
time not only by his own brilliant realistic interpretations, but also by his careful 
attention to the ensemble He prepared each production by reading the play to hts 
company and by suggesting to them the various characterizations Unlike many 
actor managers, he was willing to perform minor roles, in 1776 he played the Ghost 
to the Hamlet of Johann Franz Hieronymus Brockmann (1745 1812) who later 
became a central figure of the Vienna Burgtheater Schroeder s strict, exacting man 
ner fashioned the finest troupe in Germany At the Vienna Burgtheater and in Ham 
burg The Great Schrocder” played his many roles, some seven hundred in all, 
and although he never again reached the vigorous creativity of his early days in 
Hamburg, he was, without doubt, the greatest German actor of the century 

At the Mannheim National Theatre, organized in 1778 three actors who had 
been trained by old Ekhof at the Court Theatre of Gotha made their fame Heinrich 
Beck (1760-1803), Johann David Beil (1754 1794), and August Wilhelm Iffland 
(1759 1803) played there under the supervision of Baron Wolfgang Heribert von 
Dalberg Of the three, Iffland was the most significant both as an actor and as a 
popular playwright He took roles in the plays of young Schiller, who was asso- 
ciated with the theatre The realism of Ekhof lived on in Iffland, although the lat 
ter employed a good deal of artifice A high point in his career was his guest ap- 
pearance at Goethe’s Weimar Theatre 

Apart from the regular commercial theatre, Johann Wolfgang von Goethe, 
the greatest figure of the century, created a theatre devoted to beauty and literature 
Young Goethe came to the Duchy of Weimar in 1775 at the invitation of Duke Karl 
August There, among many other activities, Goethe wrote, acted, and directed 
plays for the Ducal amateur theatre Later, in 1791, the Duke, dissatisfied with the 
mediocre professional troupe that entertained in his newly built theatre, asked 
Goethe to undertake its direction. At Weimar Goethe opened his twenty six year 
theatrical reign with one of Iffland s plays In the prologue Goethe wrote to this 
play he keynoted his theatrical ideals — harmony and beauty 

Aware that there was litde creative originality in his company, Goethe projected 
his famous Rules for Actors ’ These rigid, theatrical prescriptions for posture and 
pronunciation were a retreat from the creative realism of Schroeder, but they served 
Goethe well in developing a corps of disciplined if uninspired actors Unfortu 
nately Goethe s personal fame caused these pedantic dicta to be adopted as histrionic 
ideals The artificialities of the Weimar School competed with the realism of the 
Hamburg artists, and these two styles struggled for supremacy throughout the fol 
lowing century 

In 1798 the dramatist Schiller joined Goethe at Weimar Here the two poets 
made the insignificant Duchy theatre the home of fine drama Although their the 
atrical tastes differed — Goethe favored classical restraint while Schiller admired 
flamboyance — they both believed in ideal beauty and produced acting characterized 
by musical declamation and orchestrated effects 

At the Royal Court Theatre in Berlin Schiller’s romantic heroes found an ideal 
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interpreter in the erratic Johann Friedrich Ferdinand Fleck (1757 1801) He ere 
ated the role of Schiller’s Wallenstein for which his fiery acting was well suited 
Fleck died young, and Iffland, now director of the famed Royal Court Theatre, 
assumed Fleck’s parts But the mannerisms of Ifiland no longer suited the growing 
romantic demands 

The gloomy, violent romanticism of the early nineteenth century produced a 
new tv pc of actor — passionate and wildly inspired — a type represented bv Edmund 
Kean in England Ludwig Devrient embodied German histrionic romanticism He 
developed an original, uninhibited style which earned him his first success as Franz 
Moor in Schillers The Robbers At twenty six he played King Lear in Schlegels 
translation and created a fresh interpretation of Shylock Devrient never realized 
his desire to portray lago and Mephistophdes, diabolical roles in harmony with his 
talents, since Count Bruehl, who directed the Royal Court Theatre, preferred the 
abilities of the Weimar trained Pius Alexander Wolff (1782 1828) to those of Devn 
ent Dcvnent’s unrestrained, strenuous performances drained his weak physique 
Even in his younger days he could not complete his presentation of King Lear His 
demoniac acting his ailing body, and excessive drinking cut short his career Al 
though the Dcvrients never again produced a genius like Ludwig, the family con 
tinued to contribute important actors to the German stage 

During the 1830’s the Young Germany movement was founded to breathe 
national, democratic sentiments into literature and the theatre Some of the mem 
bers of this group wrote plays and directed theatres Karl Immcrmann (1796-1840) 
managed a theatre in Ducsseldorf, where the actor Karl Seydelmann (1795 1843) 
played in Lessings Nathan der Wetse The dramatist Heinrich Laube, identified 
with the Young Germany group for a while, was director of the Vienna Burgthe 
ater from 1849 1866 In the nineteenth century the Burgtheater, originally founded 
in 1741, became one of the finest theatres in Europe Under Joseph Schrcyvogel, 
manager from 1814 to 1832, the repertory and company of the Burgtheater was im 
proved Here Ludwig Locvve (d 1871) played the young heroes of Schiller and 
Grillparzer Laube contributed his directorial skills to the Burgtheater According 
to Joseph Gregor, Laube was one of the first directors to prepare minute mstruc 
lions for each production The importance of the Burgtheater and its actors dur 
mg this period was well summarized by Maida Dtrnton m her article on the Thimig 
family in Theatre Guild Magazine Speaking of Hugo Thimig, who became a mem 
manager from 1814 to 1832, the repertory and company of the Burgtheater were im 
chare <f. tf* the dream of aery German speakatg actor The foantamhezd <sf hescer 
onic tradition, exigent in technical standards, unrivaled in range and variety of rep- 
ertory, the names of some of its greatest actors, Sonncnthal, Lewinsky, Charlotte 
Wolter, have transcended the limits of language and arc famous in the roster of 
the world's great actors ” 

In the mid nineteenth century a new realistic spirit revealed itself in the psycho- 
logical, middle-class problem plays of Chmuan Fnednch Hebbel and m the folk 
plays of Ludwig Anzengmber As elsewhere in the latter part of the nineteenth 
century fidelity to real life, historical accuracy, and scientific truthfulness became 
the battle cry 

George II, Duke of Saxe Memmgen provided Germany and, by his example, 
most other European countries with a core of the basic principles upon which the 
modern theatre is built Director and designer, he established the importance of the 
regtssetir, integrated the actor and the raise en seine, perfected ensemble playing, 
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and related costuming to the actor s movements and to the historical character of 
the production Above all he withdrew the focus of attention from the individual 
star declaiming from the center of the stage From 1874, when the Duke brought 
his company from the small town of Meimngen to perform Julius Caesar in Berlin 
until 1890, when their work ended, the Memingers toured throughout most of 
Europe, visiung thirty-eight cities Inspired by Charles Kean’s archeological produc 
tions m London during the middle of the century, the Meimngen Company in turn 
animated Konstantin Stanislavsky and Andre Antoine 

Theatrical synthesis, the unity of the various theatrical arts — acting settings 
music, dance, poetry — was the ideal of Richard Wagner (1813 1883) and his lm 
passioned interpreter Adolphe Appia (1862 1928), the Swiss theorist of modern 
decor and lighting With the Duke of Saxe Meimngen they cleared the way for in 
tegrated theatrical art tn which actors as well as other scenic elements were subor 
dinated to an overall theatrical image 

The last step tn the creation of modern theatre was still to be taken Reforms 
tions tn staging when applied to Germanic mythology or historical dramas would 
not alone answer the demand for living theatre Theatrical innovations needed to 
be put to service in dramas expressing in a realistic manner the problems of daily 
life Henrik Ibsen’s penetrating dramas were the first vehicles to meet the require 
ments for the creative fusion of the new form and content Saxe Meimngen included 
several of Ibsen’s plays in the repertory of his troupe, and young German intellect 
uals, inspired by socialist zeal, by the naturalism of Zola, and by the probing social 
and psychological analysis of Tolstoy and Dostoyevsky, rallied to the new realism 
Writers and criucs of the Youngest Germany movement began to convert the 
theatre in accordance with naturalistic ideals corresponding to those of the Thiaire 
Libre 

The genuine revolutionary theatre devoted to naturalism was the Freie Buehne 
founded by Theodor Wolff and Maximilian Harden They were joined by others 
notably the literary critic Otto Brahm, who soon became the prime mover as the 
original founders dropped out Brahm’s personal integrity and the clarity of his 
naturalisuc theories molded the new German theatre Unlike its progenitor, the 
Theatre Libre with its amateur actors and small quarters, the Freie Buehne had 
professional actors and was allowed to use the Lessing Theatre, one of the finest 
houses in Berlin Subscriptions were secured for the Sunday afternoon perform 
ances, and a periodical to publish plays and critical articles was founded Ibsens 
Ghosts the hallmark of the independent theatres, was given at the first performance 
in 1889 The Freie Buehne functioned sporadically for only three seasons, but dur 
mg that time it performed plays 6y fbsen, Tolstoy, Zofa, Strindberg Becque, /lit 
zengruber and, most important, introduced the naturalistic plays of Gerhart Haupt 
mann to the German public 

In acting, the Freie Buehne was the heir of the Hamburg realists, Ekhof and 
Schroeder, and opposed to the artificialities of the old Weimar School The dis 
tinguished actor Emanuel Reicher (1849 1924) came to play with the group, which 
produced Rudolf Rittner, Else Lehmann, and Oscar Sauer, whose performances 
were considered the acme of the naturalistic school Albert Bassermann familiar 
to American audiences, acted with Brahm and went on to play with Reinhardt and 
others Naturalism m Germany was transformed from revolutionary experiment to 
orthodox theatre when, in 1894, Brahm became the director of the Deutsches Theater 
This theatre had been founded by Adolph L’Arronge in 1883 to carry on the Mem 
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inger tradition in historical dramas and to display some of the new plays de- 
picting Berlin life With him had been associated Agnes Sorma and the fine Austrian 
actor Josef Katnz (1858-1910), to whom the lyric dramatist Hugo ton Hofmanns 
thal had penned a beautiful poem 

The most significant theatre to pick up the reins of the Frete Bttehne was the 
Frete Volksbuchnc, organized by Bruno Wille to give Berliners a people’s theatre 
devoted to the realistic presentation of life Drawing artistic ideas from Brahm, and 
ideological inspiration from the social democratic movement, Wille and his co- 
workers initiated the first great peoples theatre Vast popular audiences were in 
traduced to the plays of Shakespeare, Anzengruber, Hauptmann, Strindberg, Shaw, 
Gnllparzer, Ibsen, Schiller, Maeterlinck and others In the center of the workers’ 
district they built an impressive theatre with the penny contributions of their many 
thousand members Above its portals were carved the words, “Art for the People” 

Max Reinhardt, whose imagination encompassed all theatrical media, was trained 
first as an actor in the naturah*tic school of Otto Brahm At his numerous theatres 
Reinhardt created an eclectic repertory with each play mounted in an individual 
style. Although Reinhardt lacked a comprehensive histrionic theory, except for his 
dctermmauon to free the actor from the inhibitions of bourgeois society, he pos 
sessed the extraordinary ability to -fire his actors to their finest efforts Associated 
with his various ventures were some of the most celebrated German acton Of Ital 
lan parentage, Alexander Moissi (1880-1935), distinguished particularly for his in 
terprctation of Everyman in Reinhardt’s open air production in Salzburg, was one 
of the greats of the Reinhardt galaxy, which included among others Albert Basser 
mann, Emil Janrungs, Rudolf and Joseph Schddkraut, Ernst Lubitsch, Conrad Vcidt, 
Paul Wegener (seen in the film The Golem), Werner Krauss {Dr Cahgart), Ger 
trude Eysoldt, Agnes Sorma, Elizabeth Bergner, 0>cvr Homolka, Vladimir Sokoloff, 
and the Thimigs — Helen, Hugo, Hermann, and Hans 

Reinhardt was one of the first to produce the expressionist dramatists who 
emerged at the end of World War I Abandoning conventional theatrical forms, 
especially the naturalistic reproduction of life the expressionists sought the essence 
of life, the abstract truth underlying human existence, the deepest recessses of life in 
the unconscious, the schemauzcd, direct, violent portrayal ot ideas Between 1917 
and 1920, Reinhardt produced the expressionist works of Georg Kaiser, Retnhard 
Sorge, Franz Werfel, Fntz von Unruh, Oscar Kokoschka, Paul kornfeld, and Wal 
ter Hasenclever, who epitomized the expressionist theory in these words ‘Reality on 
the stage is of no account, all the persons in the play have only to reflect the Ego 
of the poet as set down in the principal character 

Other directors came to the fore to stage expressionist dramas using obviously 
‘theatrical devices like those of the Russian innovators Meycrhold and Tairov 
Leopold Jcssner at the State Theatre in Berlin (once the Royal Court Theatre where 
the great character actor Adalbert Matkowshy had played) created productions of 
many plays, especially tho<e of Wedekind, on a stage frequently dominated by a 
flight of steps on which the mam action took place. The powerful oratorical actor 
Fntz Kortner darted up and dow n the famous Jessnertreppen as the central figure in 
Jcssner s productions 

Jucrgen Fehhng, who began as an actor at the Berlin V olkjbttehnc when it 
was under the direction of the actor Friedrich Kayssler, was associated with Jessner 
at the Berlin State Theatre His first great production at the Volfybuehne w«. 
Masse A lensch by the revolutionary expressionist poet-dramatist Ernst Toller 
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The German critic and theoretician Julius Bab suggests that expressionism in 
the theatre had two branches — one basically artistic represented by the productions 
of Jessner and Fehling, and the other basically political with which are associated 
the names of the poet Bertolt Brecht and the rdgtssetir Erwin Piscator Fired by 
social ideals, Brecht and Piscator sought to use non naturalistic techniques to create 
a didactic, political theatre It is significant, however, as Eric Bentley points out in 
The Playwright as Thtn\er, that Piscator and more especially Brecht used the non 
illusory aspects introduced by the expressionists to approach man’s objective reality, 
the original aim of the naturalists, rather than to express the individual subjective 
spirit of the expressionists Their ideals were like those of Karlheinz Martin who 
organized the theatre Die Tnbucne in 1919 with the slogan “We do not ask an 
audience, but a community, not a stage, but a pulpit ” 

Piscator at his own theatre, the Piscatorbuchnc with productions like The Good 
Soldier Schtvet\ and Brecht at the Theater am-Schiffbanerdamm with his The Three 
Penny Opera evolved a new dramaturgy and new methods of staging using screens, 
motion pictures, treadmills, and signboards to reduce emotional empathy and in 
crease intellectual decisiveness in the audience Acting in Epic Theatre, the name 
used to distinguish the narrative and educational from the dramatic emotional the 
atres, was marked by declamation and non illusory, non psychological interprets 
tions For Epic Theatre the actor was not to become the character he played, not 
to live the part, but he was to understand his role, interpret it, and comment on it 
The actors Werner Krauss and Fritz Kortner, with stylized gesture and ora 
torical delivery, approximated an exprc'siontst style of acting Agnes Straub and 
Gerda Mueller, Kaethc Dorsch and the powerful Eugen Kloepfer were also associ 
ated with the new dramas The Austrian Max Pallenberg, the great comic arust in 
the buffoon tradition, created the figure of Schvveik m Piscator’s production The 
delicate Elizabeth Bergner, much admired for her Rosalind in As You Lt\e Jt, be 
longs to this generation of excellent German actors 

From the end of the last century to the rise of Hitlerism, which sent many of 
Germany s finest artists into exile, German theatre generated a variegated histrionic 
practice which created an imaginative corps of actors for the stage and screen The 
naturalists, magnetized by the German realist tradition, broke completely with 
Goethe’s Weimar school and the remaining components of conventional theatrical 
ity Expressionism, a significant movement in the German theatre, revolted against 
realism and psychological identification Epic Theatre, perhaps the most far reaching 
of the new theatre movements, directed the actor once again towards objective real 
ity without recourse to theatrical illusion or simulation of real life From the actors 
and regisscurs of the modern German theatre as well as from the antipodal Ham 
burg and Weimar traditions has come a stimulating exploration of the problems 
of the actors art 

GOTTHOLD EPHRAIM LESSING 

(1729 1781) 

Gotthold Ephraim Lessing was the first great German dramatic critic and the 
first German dramatist of importance His predecessor, the critic and dramatist 
Johann Christoph Gottsched, had imbued the Neubers with his admtrauon for 
neo-classical French drama Lessing, on the other hand, undermined the throttling 
French influence in favor of the freer English drama 
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Lessing was born at Kamenz, and after his early schooling went to the Uni- 
versity of Leipzig to study theology It was during his student days there in 
17*16-1748 that he became acquainted with the Neuber group, for whom he made 
translations In 1748 his play Dcr } tinge Gclehrte was performed by Carolina 
Neuber He came to Berlin to pursue his literary work Later he took a Master 
of Arts degree from the University of Wittenberg In 1755 he wrote Miss Sara 
Sampson, a tragedy of middle-class life, and m the following years came some of 
his most important works Lao\oon his study of aesthetics, and Minna von Barn 
helm regarded as the first great German comedy 

In 1767 he began his work as the salaried critic of the newly established Ham 
burg National Theatre Lessing had already made his reputation as a dramatic 
theoretician through his writings in Berlin periodicals and through his own paper 
Thea raltsche Bibltothcl ( At Hamburg in the years 1767 1769 he published the 
dramatic criticisms known as the Hamburgische Dramaturgic (The Hamburg 
Dramalury) Based on Aristotelian principles, these critical essays made Lessing 
one of the great theorists of the drama As Lessing says m his preface, the Drama 
turgy was to * form a critical index of all the plays performed, and to accompany 
every step made here by the art of the poet and the actor ’ With his epoch 
making dramatic criticism wc arc not here immediately concerned We are inter 
ested in those few notes which represent one of the first German attempts to analyze 
the actors art and to expound fresh and animated acting as an ideal It is in 
teresting to note that Lesstng had translated portions of Samte Albtne’s Le Comcdicn 
and Francesco Riccoboni s L Art du thiatre taking a stand between the emotionalist 
emphasis of the former and the anti-emotionalism of the latter 

Although Lessing based some of his precepts on the example of Lkhof, the 
great actor of the Hamburg National Theatre, he was nevertheless hampered 
in his analysis of the performances of the troupe by the unwillingness of the actors 
to accept his criticism The leading actress, \am Sophie Fnedcricke Hensel (1738- 
1789), objected strenuously to his comments, and some of the others, particularly 
Susanna Mecour (1738-1784) insisted that losing omit them from his consider 
attons altogether He said himself that he soon grew weary of writing about the 
recalcitrant actors, and after the twenty fifth issue of his notes he abandoned his 
criticism of them As a paid critic he was obviously not in a position to ignore the 
demands of the sensitise actors Despite these obstades, his an alysis of them remains 
a valuable and far reaching contribution to histrionic theory 

The 104 numbers of the Dramaturgy covered only the first fifty two perform 
ances of the theatre When the theatre dosed, Lessing became a librarian at 
Wolfenbucttel In 1772 he published Emilia Galotti which provided Hkhof with 
yet another successful role One of Lessings last significant works was the beau 
tiful plea for religious tolerance, Nathan dcr Weue 

The Hamburg Dramaturgy 

[From the Preface] 

The great discrimination of a dramatic critic is shown if he knows how to dis 
tinguish infallibly, in every case of satisfaction or dissatisfaction, what and how 

"Drjmauc Nmb SdtcltJ Proit 'X’oih of G E. Lttshg mmUttd by E. C. Beulcy »nd 
Helen Zimmern edited by Ed ward Bell London George BelJ *nd Sons 1 *79 pp 240 24 1, p. 41? 
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much o£ this is to be placed to the account of the poet or the actor To blame the 
actor for what is the fault of the poet is to injure both The actor loses heart, and 
the poet is made self-confident 

Above all, it is the actor who may m this particular demand the greatest sever 
ity and impartiality The justification of the poet may be attempted at any time, 
his work remains, and can be always brought again before our eyes But the art 
of the actor is transitory in its expression His good and bad pass by rapidly, and 
not seldom the passing mood of the spectator is more accountable than the actor 
for the more or less vivid impression produced upon him 

A beautiful figure, a fascinating mien a speaking eye, a charming gait, a sweet 
intonation, a melodious voice, arc things that cannot be expressed m words Still 
they are neither the only nor the greatest perfections of the actor Valuable gifts 
of nature are very necessary to his calling, but they by no means suffice for it 

He must everywhere think with the poet, he must even think for him in places 
where the poet has shown himself human 

No 3 

Why is it that we like to hear the commonest maxim spoken by this actor 
(Herr Eckhof)? What is it that another must learn from him if we are to find 
him equally entertaining in the same case? All maxims must come from the abund 
ance of the heart with which the mouth overflows We must appear to have thought 
of them as little as we intend to boast of them It therefore follows as a matter of 
course that all the moral parts must be very well learnt by heart- They must be 
spoken without hesitation, without the faintest stammer, in an unbroken easy flow 
of words, so that they may not appear a troublesome unburdening of memory but 
spontaneous promptings of the actual condition It must also follow that no false 
accentuation lead us to suspect that the actor is chattering what he does not under 
stand He must convince us by a firm assured tone of voice that he is penetrated 
by the full meaning of his words 

But true accentuation can, if needful, be imparted to a parrot Yet how far is 
the actor, who only understands a passage, removed from him who also feels it! 
Words whose sense we have once grasped, that are once impressed upon our memo- 
ries, can be very correcdy repeated even when the soul is occupied with quite other 
matters, but then no feeling is possible The soul must be quite present, must be 
stow its attention solely and only on its words, and then only — 

And yet even then the actor may really feel very much and still appear to have 
no feeling Feeling is altogether the most controverted among the talents of an 
actor It may be present where vve do not recognize it, and we can fancy we recog 
mze it where it does not exist For feeling is something internal of which we can 
only judge by its external signs Now it is possible that certain outer things in the 
build of a body do not permit of these tokens or else weaken them and make them 
dubious An actor may have a certain cast of features, certain gestures, a certain 
intonation, with which vve are accustomed to associate quite different sentiments 
from those which he is to represent and express at that moment If this is the case, 
he may feel ever so much, vve do not believe him for he is at variance with himself 
On the other hand another may be so happily formed, may possess such decisive 
features, all his muscles may be so easily and quickly at his command, he may have 
power over such delicate and varied inflections of voice, in short he may be blessed 
in such a high degree with all the gifts requisite for dramatic gesture, that he may 

[ 242 ] 



ACTORS ON ACTING 


solemn one For in the one reason must fire emotion, while in the other emotion 
must be cooled by reason 

Most actors exactly reverse this In their agitated scene they bluster out the 
general observ itions as excitedly as the other speeches, and in the quiet scenes re 
peat them just as calmly as the rest It therefore follows that moral maxims are not 
distinguished either in the one or the other, and this is the cause why we find them 
either unnatural or stupid and chilly These actors base never reflected that embroid 
ery must contrast with its ground, and that to embroider gold on gold is wretched 
taste 

Finally they spoil everything by their gestures They neither know whether 
they should make any nor of what kind They usually make too many and too in 
significant ones When in an agitated scene the soul suddenly seems to collect it 
self to cast a reflective glance upon itself or that which surround it, it is natural 
that it should command all the movements of the body that depend upon its will 
Not only the voice grows more composed, the limbs also fall into a condition of 
rest, to express the inner rest without which the eye of reason cannot well look 
about it The unquiet foot treads more firmly, the arms sink, the whole body draws 
itself up into a horizontal position, a pause — and then the reflection The man 
stands there in solemn silence as if he would not disturb himself from hearing him 
self The reflection is ended — again a pause — and then, according to whether the 
reflection was intended to subdue his passions or to inflame them, he suddenly 
bursts forth again or gradually resumes the play of his limbs Only the face during 
the reflection still retains the traces of agitation, mien and eye are still on fire and 
moved, for mien and eye are not so quickly within our control as foot and hand 
In this therefore, in these expressive looks, in this fiery eye, and in the composure 
of the rest of the body, consists the mixture of fire and calm with which I believe 
that moral reflections should be spoken in passionate situations 

No 4 

But of what kind arc the movements of the hand, with which in quiet situa 
tions, maxims should be spoken? 

We know very little concerning the Chirononua of the ancients, that is to say, 
the nature of the rules prescribed by the ancients m the use of the hands We 
know this, that they carried gestures to a perfection of which we can scarcely form 
an idea from what our orators can compass in this respect Of this whole language 
we seem to have retained nothing but an inarticulate cry, nothing but the power 
to make movements without knowing how ’to give these movements an accurately 
a'eterminea' meaning and how (o connect t/iem together so that they may" he capaiWe 
of conveying not only one idea, but one connected meaning 

I am quite aware that among the ancients the pantomimist must not be con 
founded with the actor The hands of the actor were by no means as talkative as 
those of the pantomimist In the one case they supplied the place of speech, while 
in the other they were only to lend emphasis, and as natural signs of things to lend 
life and truth to the preconcerted signs of the voice In pantomimes the movements 
of the hands were not merely natural signs, many of them had a conventional mean 
mg and from these the actor had to refrain completely He therefore used his hands 
less than the pantomimist, but as little in vain as he He did not move his hand 
if he could not mean something thereby or emphasize something He knew noth 
mg of those indifferent movements through whose constant monotonous use a large 
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portion of actors, especially women, give to themselves the appearance of mere 
marionettes Now the right hand, now the left, now a swing from the bod), now 
agitating the air with both hands is what they call action, and whoever can practice 
it with a certain ballet master’s grace deems that he can fascinate us 

I know well that even Hogarth’s Analysis of Bea tty advises actors to learn how 
to move their hands in beautiful undulatory lines, but in all directions with all the 
possible variations of which these lines 3rc capable in consideration of their sweep, 
size and duration. And finally he only advises it as an exercise to make them supple 
in movement, to make the movements of grace familiar to the arms, but not m the 
belief that acting itself consists in nothing more than in always describing such 
beautiful lines in the same direction 

Away therefore with these insignificant partebras, especially away with them 
in reflective scenes Grace in the wrong place is affectation and grimace, and the 
very same grace too often repeated, becomes at last cold and then repulsive I seem 
to see a schoolboy say his task when the actor tenders to me moral reflections with 
the same movements with which a hand is given m the minuet, or as if he spun 
them down from a spindle. 

Every movement made by the hand in such passages should be significant It 
is possible often to be picturesque if only the pantomimic be avoided Perhaps an 
other time I may find an occasion to explain by examples these vanous gradations 
from significant to picturesque to pantomimic gestures. Just now it would lead me 
too far and I will only remark that among significant gestures there is one kind 
that the actor must note above all and with which alone he can impart to the moral 
life and light. These arc in one word the individual gestures The moral is a gen 
era! axiom extracted from the particular circumstances of the acting personages, 
by means of its generality it becomes foreign to the action, it becomes a digression 
whose connection with the actual present is not comprehended or noticed by the 
less observant or less acute spectators If consequently a means exists to make this 
connection evident, to bring back the symbolical of the moral to the visible, and 
if this means lies m certain gestures, the actor must on no account omit making them 

'No 5 

If Shakespeare was not as great an actor as he was a dramatist, at least he 
knew as well what was needed for the art of the one as the other Ves, perhaps 
he even pondered more about the former because he had the less genius for it 
Certainly every word that he puts into Hamlets mouth when addressing the players 
should be a golden rule for all actors who care for sensible approbation. 

The fire of the actor is often mentioned, discussions arc common as to whether 
the actor can show too much animation If those who mamt-im this cite as an in 
stance that an actor may be passionate or at least more passionate than arcutn 
stances require, then those who deny it have a right to say that in such cases the 
actor has not shown too much animation, but too hide intelligence. /VI together it 
depends greatly what we understand under the word fire If screams and con 
lortions arc fire then it is incontestable that the actor can carry these too far But 
if fire consists in the rapidity and vivacity with which all those parts that make the 
actor, bring their properties to bear, to give his acting the semblance of truth, then 
we should not desire to sec this semblance of truth carried to the extremest illusion, 
if we deemed it possible that the actor could apply too much fire in tbs sense. It 
can therefore not be this fire the moderation of which Shakespeare requires even 
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in die torrent, tempest, and whirlwind of passion He can only mean that violence 
of voice and movement, and it is easy to discover why, where the poet has not 
observed the least moderation, the actor must yet moderate himself m both points 
There are few voices that do not become displeasing at their utmost pitch and 
movements that are too rapid, too agitated will rarely be dignified Now our eyes 
and our cars are not to be offended, and only when everything is avoided in the 
expression of violent passion that can be unpleasant to these, can acting possess that 
smoothness and polish which Hamlet demands from it even under these circum 
stances, if it is to make the deepest impression and to rouse the conscience of stiff 
necked sinners out of its sleep 

The art of the actor here stands midway between the plastic arts and poetry 
As visible painting beauty must be its highest law, but as transitory painting it need 
not always give to its postures the calm dignity that makes ancient sculpture so im 
posing It may, it must at times permit to itself the wildness of a Tcmpesta, the 
insolence of a Bernini, and they have in this art all that which is expressive and 
peculiar without the offensive element that arises in the plastic arts through their 
permanent posture Only it must not remain in them too long, it must prepare for 
them gradually by previous movements, and must resolve them again into the gen 
cral tone of the conventional Neither must it ever give to them all the strength 
which the poet may use m his treatment Tor though the art is silent poetry, yet 
it desires to make itself comprehended immediately to our eyes, and every sense 
must be gratified if it is to convey unfalsified the proper impressions to the soul 

It might easily come about that the moderation demanded by art, even in the 
extremes of passion, does not consort well with applause But what applause? It 
is true the gallery greatly loves the noisy and boisterous, and it will rarely omit 
to repay a good lung with loud hand-clappings The German parterre also shares 
this taste m part, and there are actors cunning enough to derive advantage from 
this taste The most sleepy actor will rouse himself towards the end of the scene 
when he is to make his exit, raise his voice and overload the action, without reflect 
ing whether the sense of his speech requires this extra exertion Not seldom it even 
contradicts the mood in which he should depart, but what matters that to him? 
Enough that he has thus reminded the parterre to look at him, and, if it will be so 
good as to applaud after him They should hiss after himl But, alasl the spectators 
are pardy not connoisseurs, and in part too good natured, and they take the desire 
to please them for the deed 

Nos 101104 

We have actors but no art of acting If in past times there was such an art, 
we have it no longer, it is lost, it must be discovered anew There is enough super 
fictal chatter on the subject in many languages, but special rules, known to every 
one, pronounced with distinctness and precision, according to which the blame or 
the praise of an actor can be defined in a particular case, of such I scarcely know 
two or three Thence it arises that all our reasoning about this subject always seems 
so vaallatiiig and dubious, and that it is small wonder if the actor who possesses 
nothing but a happy routine, feels himself offended by it in all ways He will never 
think himself praised enough and will always believe himself blamed too much, 
ay, he will often not even know whether he has been praised or blamed Indeed 
the observation was made long ago that the sensitiveness of artists, with regard to 
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cnuasm, nres just m that ratio in wh.ch the certainty, preasion, and number of 
their pnnap'es regarding their art decline. This much in mv own defense and in 
defense of those without whom I should rot need to excuse myself 

JOHANN WOLFGANG VON GOETHE 

(1749-1832) 

Bom at Frankfurt-am Main Goethe, who was to become one of the worlds 
greatest literary figures, was from his youth interested in the thretre. As a student 
at the University in Leipzig he wrote ses era! plavs, later when he was studying law 
at Smashing he penned hss first significant drama Goetz von Beritchngen, which 
was heavily influenced by Shakespeare. In 1775, a year after Goethe had aJueved 
great fame with The Sonxnis of Young Wert her, he came to the DuJiy of Weimar 
at the invitation of Duke Karl August. Here h* became enthusiastically engaged in a 
round of theatrical activities, directing and wntirg plays for the Dukes amateur 
theatricals. He was an inventive director and enacted many ro’cs in the productions 
which were given in the great halls or on the lovely grounds of the Dukes estate 

Some years later when a new Duchy theatre was constructed, only a m-dioue 
company could be mustered to utilize it in. Eventually th* Duke asked Goethe to un 
dertake the direction of the theatre. For twenty-six years, from 17° I to 1S17, he guided 
ns activities and devoted hunself to elevating the intellectual and social status o c the 
ado's and instilling them with his beliefs in artificial beauty on the stage. As the 
company lacked original creative actors, Goethe was forced to tram them in the 
basic p-opncties of stage behavior In order to mold a disciplined corps of ado's 
that would trove and speak with grace, he evolved his “Rules tor Aaors ” Although 
we are now appalled by the mechanical quality of these nm-tvone rules, they aided 
Goethe in establishing an effective company out of lame marenal His dicta on 
speech for example, now obnous and almost ludicrous, were necessitated b\ the 
variety of dialects of the adors and bj the emphasis Goethe placed on the verbal 
aspect of drama. Without a certain unity in the performance of his adors, his ideal 
would have been doom'd. In the Rules” themselves he insisted on “imitated 
presentation and not . vulgar actuality " 

It is interesting to see bow these pnnap’es guided Goethe In response to 3 
q esOon bv his interviewer Eckermann as to how he chose th* members of his 
tro„pe, GocJie rephrel “I had various modes of p'oceeding If a striking reputation 
preceded the new actor, I let him act, and saw how he suited the others, whether 
his rtv’e and manner disturbed our ensemble, or whether b* would supp’y a 
ccfiaem It, however, he was a young man who had never trodden a stage before, 

I fust cots dered his personal qualities, whether he had about him anything pre- 
possessing or attractive, and, above all things, whether he had control of himself. 
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wild, to prove his power. I then went to something marked by sense and smartness, 
something ironical and witty, to see how he treated such things, and whether he 
possessed sufficient versatility. Then I gave him something in which was repre 
seated the pain of a wounded heart, the suffering of a great soul, that I might 
learn whether he had it m his power to express pathos. 

“If he satisfied me in all these numerous particulars I had well grounded hope 
of making him a very important actor. If he appeared more capable in some par 
ticulars than in others, I remarked the line to which he was most adapted I also 
now knew his weak points and, above all, endeavored to work upon him so he 
might strengthen and cultivate himself here If I remarked faults of dialect, and 
what are called provincialisms, I urged him to lay them aside, and recommended 
to him social intercourse and friendly practice with some member of the stage 
who was entirely free from them. I then asked him whether he could dance 
and fence, and if this were not the case, I would hand him over for some time to 
the dancing and fencing masters. 

“If he were now sufficiendy advanced to make his appearance, I gave him 
at first such parts as suited his individuality, and I desired nothing but that he 
should represent himself. If he now appeared to be of too fiery a nature, I gave 
him phlegmatic characters, if too calm and slow, I gave him fiery and hasty char 
acters, that he might thus learn to lay aside himself and assume a foreign indi 
viduality.” 

In the history of German acting, the Goethe “Rules” arc of great importance 
since they were subsequently transferred to other theatres by his actors and were 
widely adopted as the correct histrionic principles. Carrying with them the weight 
of Goethe’s fame, these “Rules” thus generated an external, artificial school of 
acting against which successive generations m the German theatre fought Even 
Otto Brahm, at the end of the nineteenth century, was forced to argue against their 
pervasive influence 

It is ironic to note that Goethe resigned his post in the Ducal theatre in protest 
against the performance of a trifling play that had a dog as its star. It was the 
Duke’s actress mistress, Karol me Jagemann, who had insisted that the play be per 
formed in the theatre that had seen the plays of the two great poets Goethe and 
Schiller. 


Rules for Actors 

The art of the actor is made up of speech and boddy movement In the fol 
lowing paragraphs we shall give some rules and suggestions on both of these, begin 
ning with speech 

Dialect 

1 

When a provincialism creeps into a tragic discourse the most beautiful poetry 
is disfigured and the ear of the auditor is offended. Therefore, the first and most 

Johann Wolfgang von Goethe ‘Rules for Actors’ (1803), translated with an introduce 00 by 
Arthur Woehl Columbia, Missouri Quarterly Journal of Speech Education, Volume X11I> Nurabc 
3, June, 1S27, pp 247 236, 253 264 (Translation from the text of the Weimar (1301) tdition ot 
Goethe's Werke, Volume 40, and footnote annotations by Professor Arthur Woehl ) By permission 
of Professor Arthur Woehl 


[248 ] 



GERMANY 


necessary point m the training of an actor is that he free himself from all errors of 
dialect and strive to attain a perfectly pure pronunciation No provincialism will 
do on the stage! Nothing must be heard there bur pure German idiom, which has 
been cultivated through good taste, art, and science 1 

2 

He who has to struggle with the habits of dialect should adhere to the universal 
rules of German speech and seek to enunciate quite clearly the new forms he wishes 
to develop even more distinctly than they really ought to be Even exaggerations are 
advisable in this case, without risk of detriment, for it js a peculiarity of human 
nature always to return willingly to its old customs, and of its own accord to nor 
mahze what has been exaggerated 

Pronunciation 

3 

As in music the correct, precise, and pure striking of each single tone is the foun 
dation of all further artistic execution, so m the art of the actor the clean and perfect 
pronunciation of each word is the basis of all higher recitation and declamation 

4 

Pronunciation is perfect when no letter of a word is suppressed, but when all 
appear according to their true value 

5 

It is clean when all words are so delivered that the thought strikes the hearer 
easily and distinctly 

Both together make expression complete 

6 

The actor should seek to acquire such a diction, realizing clearly how a slurred 
letter or a word pronounced indistinctly makes a whole sentence ambiguous, with 
the result that the audience loses the illusion and is often provoked to laughter, even 
in the most serious scenes 

* * * * 

14 

In order to perfect his diction, the beginner should utter everything very slowly, 
expressing syllables, and particularly fini syllables, strongly and clearly, in order 
that the syllables which must be spoken rapidly be not unintelligible 

15 

It is also advisable to speak in as low a pitch as possible at the beginning, and 
then, modulating, steadily to rise in tone, for by this means the voice attains great 
range and is trained to the different modulations needed in declamation 

16 

For that reason it is also very well at the beginning to utter all syllables, whether 
long or short, as long, and m as low a tone as the voice allows, since otherwise in 
rapid speech one usually emphasizes only the verbs 

'Although we may regard this as more or less of a commonplace, Goethe had every reason for 
insisting upon a standard of pure High German at Veimar He h mielf spoke the language of his 
native Frankfurt Schiller s speech was particularly broad Swabian and the actors collected from 
all parts of Germany, represented almost every other dialect. 
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17 

False or incorrect memorization is for many players the cause of false and 
incorrect pronunciation Before one entrusts anything to his memory, he should 
read, slow ly and deliberately, the passage to be memorized. In this one must avoid 
all emotion, all declamation, all play of the imagination, but one must endeavor only 
to read correctly and then to learn accurately, thus many an error, both of dialect 
and pronunciation, will be avoided 

Recitation and Declamation 

18 

By recitation is understood a delivery which, without emotional raising ot the 
tone, yet not quite without modulation lies midway between cold, quiet speech 
and highly excited speech 

The auditor must always feel that in this case the speech is objective 

19 

Therefore it is necessary to emphasize the passages to be recited and deliver 
them with the feeling and the sentiment which the content of the poem inspires in 
the reader, nevertheless this should be done with moderation and without that emo- 
tional forgetfulness of self which is required in declamation The reciter, to be sure, 
follows with the voice the ideas of the poet and the impression which is made on 
him by the mild or horrible, pleasing or displeasing subject, on the horrible he 
places the horrible tone, on the tender, the tender tone, on the solemn, the solemn 
tone, but these are merely results and effects of the impression which the subject 
matter makes on the reciter, he does not alter thereby his original character, he does 
not disown his nature, hts individuality, and is to be compared with a piano upon 
which I play m its natural tone, given by the mode of construction The passage 
which I deliver compels me to observe, by its composition, jortc or piano, dolce or 
jurtoso, but this is done without my using the modulation which the instrument 
possesses — on the contrary, it is merely the overflowing of the soul into the fingers, 
which through their compliance, their stronger or weaker impressing and touching 
of the keys, put into the passage the spirit of the composition, and thereby excite 
the feelings which can be stirred by its content 

20 

But it is quite different with declamation or heightened recitation Here I must 
Vwwt. swj vtkesTi <2iaenctea., -my TiaYuit, yltitt mysdA w. **b«- at- 

titude and mood of him whose role I declaim The words which I utter must be 
brought out with energy and liveliest expression, so that I seem to experience each 
emotional impulse as actually present 

Here the player on the piano employs the soft pedal and all modulations which 
the instrument possesses If they are used with taste, each in its proper place, and 
if the player has studied in advance, with spirit and diligence, the application and 
the effect which can be produced through them, then he can be sure of the most 
beautiful and completest result 

21 

One might call the art of declamation an art of music in prose, since, in gen 
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eral, it has a great deal that is analogous to music But one must make the distinc 
tion that music, answering us own purposes, moves with more freedom, the art of 
declamation, on the other hand, is much more limited in the range of its tones and 
ts subject to an alien purpose Of this principle the dcdaimer must aluavs take 
the strictest consideration For if he varies his ton-s too quickly, if he speaks either 
too low or too high, or through too many semitones, then he is singing, but m the 
opposite case he falls into monotony, which even in simp'c recitation is a mistake — 
two rocks, one as hazardous as the other, between which still a third lies sunken, 
to wit, the ministerial cadence It is easy, while evading the one or the other dan 
ger, to run aground on this one 


28 

The dcdaimer is free to sdect his own stops, pauses, and so forth, but he must 
guard against destroying the true meaning which he can do by this means just as 
easily as by an omitted or badly expressed word * 

29 

One can readily understand from these few observations what unending toil 
and time it costs to make progress in this difficult art 

30 

For the beginning actor it ts very beneficial always to speak everything as 
deeply as possible Tor thus he gams a great range in voice and can gne perfectly 
all further shadings But if he habitually begins too high, he soon loses masculine 
depth of tone and with it the true expression of the lofty and spiritual And how 
can he be assured of success with a shrill and squeaking voice* If he has completely 
mastered die lower register he will certainly be able to express perfectly all possiPc 
shadings 

Rhythmical Diction 

31 

All the rules and observauons made under the head of declamation 3te here 
presupposed as fundamental But it ts especially the character of rhythmical dc 
livery that the subject must be declaimed with an even more lofty and emotional 
expression Each word ts to be uttered with a certain impressiveness 

32 

The rhythmical structure as well as the end rhymes must not be indicated too 
strikingly, but the context must be observed as m prose 

33 

If one has iambics to declaim he must be careful to indicate the beginning 


*Anton Gfnirt, mjt miotjtr *t tie \Teimtr Tbtatic telli ui of tie extreme a t *rJ a ten 
turn c5> Gcetbt Jilt to panel »!ltr punctuinao nitit At * md ng ititinil of Ci’Jeroa ■ Xke 
&►"« tsnt fee lad dovn defift te rain. “He »u extemelf ruruuking »Kn»t tf Co-nmxi 

vtnucoUMtt eoloftj elcUfiulHW ttvd nutkt bid to l< ttt Cl!y ©bvriej ti> tee UJOO b* dr 

minded • piu*< far etch of thr*e mirli tnd denoted (lot rtrfing lengtln jri/d tiff u tin 
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each verse by a slight, scarcely perceptible pause, not sufficient, however, to inter 
rupt the flow of the declamation 3 


Posture and Movement of the Body on the Stage 

34 

On this part of the player s art some general principles may also be given, to 
which, of course, there are innumerable exceptions, all of which, however, go back 
again to the principles We must strive so vigorously to assimilate these that they 
become second nature 

35 

First, the player must reflect that he must not only imitate Nature, but must 
also present her ideally, and that therefore his presentation must unite the true 
with the beautiful 

36 

Hence each part of the body must be completely in his control so that he can 
make use of each member for the desired expression, freely, harmoniously, and 
gracefully 

37 

Let the position of the body be erect, the chest up, the upper half of the arms 
to the elbows close to the body, the head turned slighdy towards the person to whom 
one is speaking, yet so slightly that three quarters of the face is always turned to- 
wards the audience 


38 

For the actor must constantly remember that he is on the stage for the sake 
of the public 


39 

Accordingly, it is mistaken naturalness for the actors to play to each other as 
if no third person were present, they should never play in profile, nor turn their 
backs to the audience If it is done for the sake of characterization or of necessity, 
let it be done with judgment and grace 


40 

One must also be especially careful never to speak m toward the stage, but 
always sjieak out toward the public For the player must always divide his attention 
between two objects that is, between the person to whom he is speaking and hts 
audience Instead of turning the whole head away, it is better, when necessary, 
merely to turn the eyes 

41 

It is a cardinal point that when two actors are playing together, the speaker 
always moves back, and the one who has stopped speaking moves down slightly 
If one mikes use of this advantage with understanding, and through practice can go 


3 Thn practice was especially scored by Tieclt- See his essay, ' Vtber las Temps sn utlehem aaj 
ler Buehne gesproeben wtrJen soil (On the Time Which Should Be Observed in Stage Delivery/* 
Dramalurgiscbe Blatter, Volume JI 
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about it quite without constraint, the best effect arises for the eye as well as for 
the intelligibility of the speech A player who masters this will, with others equally 
skilled, produce a \ery fine effect and have a great advantage over those who do 
not observe it 

* * • • 


Pantomime 

63 

To attain a correct pantomime and also to be able to criticize it rightly, one 
should note the following rules 

Let one place himself before a mirror and speak what he is to declaim, only 
softly, or rather not at all, let him simply think the words The advantage of this 
is that he is not carried along by the declamation but can easily perceive every false 
move, which does not express what is thought or sofdy uttered, just as he can also 
select beautiful and suitable gesture and imprint on the whole pantomime, as a stamp 
of art, a movement corresponding to the meaning of the words 

64 

But this presupposes that the player has previously made fully his own the 
character and the whole situation of the person he is to represent, and that his 1m 
agination works on the material properly, for without this preparation he will be 
able neither to declaim nor to act correctly 

65 

It is of great advantage for the beginner, in order to master pantomime and 
make his arms pliant and supple, to try to make his role intelligible to another with 
out reciting it, solely by pantomime, for in that case he is forced to select the most 
suitable gestures 


To be Obseried in Rehearsal 


66 

To acquire an easier and more suitable movement of the feet one must never 
rehearse m boots 


67 


Let the actor, particularly the younger man, who has to play lovers and other 
light roles, keep a pair of slippers at the theatre in which to rehearse, and he will 
soon notice the good effects of this practice 4 


68 


One should not permit himself to do anything in rehearsal that he cannot do 
in the play 


69 


The women should put aside their small purses 

70 

No actor should rehearse in a doak, but should have the hands and arms free, 
as in the play Tor the doak not only hinders him from making proper gestures, 


*Th « umt advee ii i ren the pUj-en in VTiltxlm Mri fer’t Atp'CKticnblp Rook Chapter 
VIII p. 291 Many other lugjeitioni in thu chapter parallel ctoaeljr the advice g *en here 
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but forces him to acquire false ones, which he then repeats involuntarily m the 
presentation 

71 


The actor should also make no movement in rehearsal which is unsuitable to 
the role 


72 


He who places his hand in his bosom in rehearsing tragic roles runs the risk 
in the actual performance, of fumbling for an opening in his armor 
Bad Habits to be Avoided 
73 


Among the very clumsy errors to be avoided is this the actor who is sitting 
should not, in order to bring his chair farther forward, pass his hands between his 
legs, seize the chair, then raise himself slightly, and so drag it forward This is an 
olfensc not only against appearance, but still more against comfort 

74 

The actor should show no pocket handkerchief on the stage, even less should 
he blow his nose, still less should he spit R It is frightful, in the midst of an artistic 
production, to be reminded of these natural occasions One may have with him a 
small handkerchief, as indeed is now the fashion, as a help m case of need * 
Bearing oj the Actor in Ordinary Lije 

75 


In ordinary life, too, the actor must remember that he is to be part of a public 
presentation 


76 


Hence he must guard himself against habitual gesture, postures, and posmons 
of the arms and body, for if during the play his attention must be directed to 
avoiding such habits, it is to be a great extent lost to the play 

77 

It is, therefore, absolutely necessary that the actor be completely free from all 
habits, so that in the presentation he can imagine himself completely in his role 
and busy his mind with his assumed character 

78 


On the contrary, it is an important principle for the actor to take pams in or 
dinary life to give such a turn to his body, his bearing, indeed to all his actions 
that he will be kept in constant practice This will be of untold advantage for every 
part of the actor s art 


5 Gocthes impression of this may well have been obtained from the actor Konrad Ekhof who 
was guest player at Weimar about two years after Goethe* arrival. He appeared in a play with 
Goethe the Duke Karl August and others Although a famous actor of some attainment he had 1 
number of crude mannerisms among which were spitting and coughing on the stage. 

The use of the handkcrch ef on the stage wss a French habit Vanhove Talma * father in law 
found two properties indispensable a handkerchief in tragedy a snuff bos in domestic drama-* 
and he would willingly have introduced the habit of using the snuff bos in tragedy also. He d d 
do this on one occas on Moreover, when presented with h s first historically correct Romm costume, 
be called the tailor s attention to the lack of a pocket asking him whether he was to bel *kat 
the Romans d d not blow their noses or blew them with their fingers He got the pocket 
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79 

He w ho has chosen to be a tragic actor will perfect himself if he seeks to bring 
out everything that he has to say with a certain accuracy of tone as well as of ex 
pression, and also to retain in all gestures a certain lofty manner This of course 
must not be earned too far, lest he become a laughing stock for his fellow men, 
but with this limitation he may let them constantly recognize the artist training 
himself This does him no dishonor, indeed, they will endure quite willingly his 
peculiar bearing when because of this it happens that they are compelled to look 
on him with astonishment on the stage as a great artist 

80 

Inasmuch as we wish to have everything represented on the stage not only 
truly, but also beautifully, since the eye of the spectator wishes to be charmed by 
pleasing groupings and positions, the actor must strive to preserve these even when 
off the stage, he should always imagine before him a roomful of spectators 

81 

When he is learning the role by heart he must constandy address himself to 
an audience, even when he sits at a table, by himself or with others, he should al 
ways strive to form a picture, taking up and setting down everything with a certain 
grace, as if it were on the stage In such a manner he must always form part of a 
picture 

Arrangement and Grouping on the Stage 

82 

The stage and the auditorium the actors and the audience, constitute essen 
tially a single whole 

83 

The theatre is to be regarded much as a figureless tableau to which the actor 
tdds the figures 

84 

Therefore one must never play too near the wings 

85 

Just as seldom must one step into the proscenium This is the greatest lm 
propriety, for the figure steps out of the room in which it makes a complete unit 
with the scene picture and with the fellow players 

85 

When one stands alone on the stage, let him remember that he is called upon 
to decorate the stage, and so much the more so since the attention remains di 
rected quite alone on him 

87 

As the augurs with their staff divided the heavens into various parts, the actor 
can mentally divide the stage into various rooms, which for experiment can be rep- 
resented on paper by rhombic planes The stage floor is then a kind of drafting 
board, for the actor can determine which houses he will set foot in, he can make a 
memorandum of them on paper and is then certain that he will not rage artlessly 
to and fro in impassioned speeches, but will join the beautiful to the significant. 
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88 

He who steps out for a monologue from the wings upstage does well to move 
diagonally, so that he reaches the opposite side of the proscenium, since in general 
diagonal mosements are very pleasing 

89 

He who comes out from the farthest wing to another who is already standing 
on the stage, must not walk out parallel with the wings but must turn slightly 
towards the prompter. 

90 

One must make hts own the sense of all these technical grammatical rules, and 
constantly practice them so that they become habit Stiffness must disappear and 
the rule become only the hidden outline of the living action 

91 

This takes for granted that these rules will be obsersed primarily when one 
has noble, worthy characters to represent 7 On the other hand, there arc characters 
which arc opposite to these noble ones, for example, the boors, the louts, and so 
forth These he will represent so much the better if, with art and understanding, 
he does the opposite, always remembering, however, that it should be an imitated 
presentation and not a vulgar actuality. 

FRIEDRICH LUDWIG SCHROEDER 

(1744-1816) 

“The Great Schroeder” was born m 1744 after a short period of reconciliation 
between his mother Sophie and her estranged husband, a musician who was given 
to excessive drinking Sophie Schroeder had left her husband originally to go on 
the stage with Konrad Ackermann and Konrad Ekhof. She left Schroeder again 
and later married her old friend Ackermann. 

Undisciplined as a child, Friedrich Ludwig Schroeder grew up to be an arrogant 
but talented, versatile young man An excellent acrobat and dancer, he played French 
\alets in Ackcrmann's Hamburg troupe He was twenty when the great Ekhof 
joined the company. Keenly aware of young Schrocdcr's talents, EkhoE tried to tram 
him, but he was rebuffed with quarrels and taunts. That Schroeder nevertheless 
learned much from Ekhof is evidenced by the fact that he wrote short critical 
analyses of many of the 166 parts that Ekhof played with the company. 

Schroeder was not part of the Hamburg National Theatre experiment, nc 
wandered about and then joined the troupe of the Viennese Joseph von Kurz that 
played m the commedta dell arte manner. From them he learned pantomime and 
improvisation When he returned to Hamburg he worked again for his step-father 
and at the latter’s death became the manager of the company. He played Lessings 
Emilia Galolti and Goethe's Goetz von Berlichmgen Most notable however was 
his presentation of eleven plays by Shakespeare over a period of eight years He is 
said indeed to have given Shakespeare his “citizenship papers” in Germany His 
King Lear is immortalized m the writings of his contemporaries 

Karl Mantzius in his History of Theatrical Art records an interesUng con 

7 The 'Rules” have special reference to the acting of tragedy 
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versation between the Dane Jens Baggesen and Schroeder Baggesen quened 
‘ then you are not King Lear on the stage, while llluding others you are not 
under the illusion yourself?” 

Do you think [Schroeder replied] that I should succeed in making the spec 
tators forget Schroeder if for one moment I myself were Lear — or make them 
fancy they were seemg Lear, if for a moment I forget Schroeder?” 

4 So you remain cold all the time you are acting? ’ 

1 So cold that between the scenes and acts I play the part of manager as if I 
had done nothing but stand in the wings My warmth is physical, not mental, it is 
the heat of bodily exertion, not of enthusiasm ” 

Whether in Hamburg or Vienna, where he spent four years at the famous 
Burgtheater, Schroeder trained his co actors He was one of the first actor managers 
to have a strong sense of the necessity for unified productions By his strict and 
demanding standards he developed the finest troupe in Germany Indeed his stern 
ness was said to have caused the suicide of his half-sister, the promising young 
actress Charlotte Ackermann (1757 1774) But out of his personal brilliance and 
his understanding of the theatrical ensemble came the finest period of realistic 
playing almost a century before the development of German naturalism 

Some insight into the methods of the greatest German actor of the eighteenth 
century can be gleaned from his comments on characterization, in which he an 
phasized the necessity for individual impersonations The stress on individuality 
takes on greater meaning when we remember that Schroeder played some seven 
hundred roles from the plays of such masters as Shakespeare, Lessing, Goethe, 
and Mohere 


Type and Character 

1 must ascertain where I stand with regard to art What I have seen and known 
has strengthened me in my basic principles It may be that any one of my individual 
roles will be played better by an actor who is more favored than I am by his per 
sonality or by his more inumate knowledge of the matters portrayed But it is no 
real art to play oneself Any discerning non actor, who knows how to speak well 
and who behaves reasonably well, can do that But only he seems to me to have 
attained the genuine level of art who conceives of every character in such a way 
that he includes nothing extraneous in his characterization He not only points to 
a general type but also distinguishes himself from kindred characters by the indi 
vidual traits he draws from his own store of knowledge, in order to fit the poets 
inspiration That distinguishes a good actor from a good reader or reciter The 
latter may prove very satisfactory to the audience so long as they have not yet com 
pared him with a true actor But as soon as a spectator sees a genuine actor, he 
must realize that previously he had only been reminded of the person at whom he 
is now really gazuig I believe I have succeeded in this I think I have been able 
to express everything which the poet, if he remained faithful to nature, wishes to 
express in the words or actions ol the characters he created And I hope that in no 
play have I proved unequal to the just demands of the student of human nature, 
and that I have consulted no other mirror save that of truth Art cannot wish to 


Quoted by F L Meyer FneJrteh LuJmg Scbrocatr Hamburg 1819, pp. 317 >38 
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do any more, unless it seeks to become artifice You can see why that son of na 
ture, Shakespeare, makes everything so easy for me and puts me so much in his 
debt, why many very wonderful and poetically brilliant passages cost me effort and 
struggle in order to balance them against nature, and why at the same time I 
must eliminate them so as not to contradict the character It does not occur to me 
to stand out and to be dazzling but to fill out and be the character I want to gtve 
every role what is its due — nothing more and nothing less Hence every character 
must become what no other one can be The correctness of this aim will not make 
people suspicious of my reasoning It is a question of finding out whether I have 
succeeded And that is not guaranteed me by the opinions of my friends or of the 
experts alone My friends are used to me, and the experts can be corrupted because 
they pay homage to a great truth They do not like to argue whenever mere in 
tcntion agrees with their tastes The real merit consists in destroying prejudices If 
I am what I do not despair of being then every traditional error everything that 
thinks it is art, regardless of the fact that it contradicts nature must yield to the 
phenomenon of artistically creative nature Then I am bound to affect the most 
untutored as well as the most learned spectator and then every glance into his own 
heart is bound to convince the onlooker that he is seeing of me what he ought to see 
Translated from the German by Joseph M Bernstetn 

AUGUST WILHELM IFFLAND 

(1759 1814) 

August Wilhelm Iffland was the last of the important eighteenth century 
German actors With his friends Johann David Bed and Heinrich Beck he started 
his career at the Gotha Theatre, then under the management of Ekhof In 1778 
the members of this company became part of the N ationaltheater at Mannheim 
where Iffland remained until 1796 At the Mannheim Theatre, where young Schdler 
was official playwright, the actors had a council that took up the affairs of the 
theatre and debated artistic questions Iffland, Beil, Beck, and others under Baron 
Heribert von Dalbergs direction, engaged in a senes of discussions on dramatic 
art Karl Mantzius \A History of Theatrical Art) says that the Mannheim dts 
cussions serve as an enduring monument of the fact that actors, when allowed to 
express their opinions, can think and speak about their affairs almost as well as 
outsiders, who as a rule, undertake the task for them Iffland s contribution to 
the discussion on the limits of nature m theatneal representation is printed here for 
the first time in English 

From Mannheim Iffland, popular as both an actor and a dramatist, went to 
the highest posiuon in the German theatre, leading actor at the Royal Court 
Theatre in Berlin Here he reigned until his death 

Although Iffland was popular and had been trained in the realistic school of 
Ekhof, he was characterized by a French witness in these words ' Point de nature 
peu dart beaucoup daitificc He carried his realism to such great lengths that 
a critic said of one of his performances His death was appallingly true so that 
a physician found it correct in all its symptoms, the reality of the convulsions at 
the moment of death made the most disgusting impression on me ’ Lacking the 
genius of Schroeder, he was primarily a studied actor In this regard it was said 
of him Hts dignity sometimes looks like stiffness his resignation like insensi 
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bility, and when at last an outburst o£ passion pierces like a flash of lightning 
through the December sky of his acting, there is too much calculation in its pre- 
cision and in every movement of his fingers, arms, and feet.” 

It was Iffland, the last of his era, who gave the great romantic actor Ludwig 
Devnent his first opportunity in Berlin ICSand also originated a unique theatrical 
tradition when, in hts will, he bequeathed an emerald ring to be awarded to the 
greatest living German actor, who would, in turn, hand it on to his chosen sue 
cessor In our own century Albert Bassermann possessed this traditional symbol of 
excellence Story has it that on leaving Germany, Bassermann gave the ring to the 
* non Aryan” Max Pallenberg, in defiance of the Nazis At Pallenberg’s tragic death 
shortly after, the ring reverted to Bassermann, who assigned it to the Italian born 
Alexander Moissi When Moissi died in 1935 the ill fated ring went to the Vienna 
Theatrical Museum, although Bassermann declared at Moissi s grave that the ring 
was symbolically buried with Moissi Hitlers conquest of Austria and the subse 
quent war and destruction have left the whereabouts of Iffland s ring a mystery 


The Limits of Nature 

Nature 1 I wish that an end were put to the crass misuse of this word. Every 
thing that pleases the eye is then praised as natural without any further ado — 
yet die word is of profound significance. 

It is Nature — that is what people say to bring out the excellence of anything 
whatever Here the word ‘ nature 1 $ an image, the finest and boldest ever dared 
— the image of God’s creation In all nature there is nowhere monotony or dis 
proportion Nothing is inappropriate. One thing requires another Every small 
part has a definite relationship to the whole And beauty comes from gazing at 
the whole 

So, in order to say of a work 
It is Nature! 

I must perceive this exact symmetry of all its relationships and this very beauty 
So it is nature if a thing is so created that the onlooker feels 
Here there is nothing too much, nothing too little — here nothing is missing 
Nature and perfection are thus synonymous 

A play is a portrait of human beings, their passions and their deeds The actor 
brings the portrait to life through the human beings he represents in his roles 
Hence nature on the stage means representation of human beings Represen 
tation of human beings? The phrase itself seems to require no further cxplana 
tion! Nevertheless, the various points of view from which it is approached and the 
ways in which it is practiced makes an explanation necessary 
Those u/ho depict human beings are the great actors 

If naturalness in depicting human beings docs not offend the most delicate feel 
mg for the morally beautiful , then certainly the morally beautiful is the limit of 
nature For what determines the former is the feeling of naturalness 

That is my answer to the question * What is Nature, and what are its true 
limits in theatrical representations?" I believe I am serving truth if I change the 

n DU dramalurgischen fngen and ikie btanhi or Jung m Wilhelm Kofiki Iff tend *nd Dating 
Gticbichtt Jer Classticben Tbenterznt Mannbeimt Leipzig F F Weber list, pp 4J0-4JS 
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question 1 What is Nature — how far do its limits go? into the important question 
* To what extent is Nature possible on our stage? The portrayal of the whole man 
is not possible without inspiration, hence what qualities are required in the natural 
actors, the portrayers of human beings? Their creations tell us that nature was 
doubly considerate of them m their rich endowments Animate or inanimate, every 
thing in creation speaks a clear language to them, thus, from every object they get 
material for their spiritual treasury They have a high feeling for harmony, a pene 
trating look which reveals all the minutest things to their fiery powers of imagin 
anon 

Wit, a subtle feeling of the sensually beauuful, a power to make distinctions 
— to these, training adds a sharpened sense of criticism which arranges all these 
quahues in the way best suited to achieve the goal 

The highest art is inseparable from nature The highest art — by that I mean 
the effect of art on works of inspiraUon to which one giv es no thought before mak 
ing use of them, just as one gives no thought to the effect of the nerves on the ac 
tions of the body 

Art guides Nature, and Nature rectifies art 

The genius never has to study these matters What is abstracted from the 
genius is then bound up in rules for the sake of those who have no genius 

The poets great inspiration quickens his creations with life A great portrajal 
by the actor is like the inspiration of a great poet 

Man cannot often endure this greatness, nor are conditions such that he can be 
rewarded Hence there arises 

Neglect! 

Unfortunately, one must admit that even these fortunate human beings rest on 
their old laurels whenever the Goddess turns her face away from them, and b) 
cold imitation they commit the most ungrateful treason against the great secret of 
Nature They pay no heed to the publics gaping at their deformity and desecrate 
the altar at which they once so brilliantly shone The more deeply a great repte 
scntation of nature grips the spectator, the colder must he become when he sees all 
its features lost in feeble outlines, which are all the more blurred the more subtle 
the artist usually is In such acting poor poets become poorer, dull roles become 
duller So such a portrayer of human beings contributes little that is useful under 
the present conditions of the German theatre, for if he docs not captivate his audt 
ence, he is liable to spread coldness over the enure performance 

But the would be actors shout about genius and nature which have nothing to 
do with the case ft is as if they were seeking to put genius and nature to i he test 
by means of neglect 

They arc right to complain, so much is certain But neglect is not really the 
reason why they are so often cold, why they prefer to act really badly rather than 
make use of superficial effects For it is a truism that the use of superficial effects 
corrodes nature to such an extent that at length the actor is scarcely able to *av 
Good morning naturally on the stage Who cannot think of examples bearing on 
this point? But since the genius cannot free himself from the professional duties 
he has once undertaken, since the director does not foster the actor’s greatness hut 
only rewards routine obligauons (namely, an exact memory, eloquent delivery, an 
an appropriate contribution to rounding out the play), the portrajer of human being* 
finds himself obliged to work Of course he must work— and this necessity to 
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destroys his reputation That is how it is and unfortunately the situation will not 
soon change The powerful portrayer of human beings must now and then even 
rub shoulders with parasites of the theatre 

* # » * 

The talent for speaking has very great value — and great value on the stage 
I make this distinction between "very great and "great’ because public speeches 
are seldom given in our time Even the excellendy written speeches of great states 
men are seldom spoken well, only m the debates of the English Parliament does the 
zeal for country and freedom produce masterpieces in the art of speaking In our 
country we should look for them most where we find them least — in the pulpit 
The talent for speaking may be pleasing on the stage but of itself cannot deceive That 
is why it is only a subdivision of the art of depicting human beings It presup- 
poses important attainments and demands at least one side of emotion, but shuts 
out the other It can move listeners to tears, but not without a previously prepared 
build up on the part of the poet I have never seen it produce an electric effect that 
real test o/ human representation 

I think that between the portrayer of human beings and the great orator there 
is a difference like that between a lightning flash and summer lightning The art of 
speaking means talking now louder now softer, now higher, now lower, it is a 
degenerate, disinherited stepchtld of nature which, exempt from any effect on the 
soul, is a trade One recognizes it, reasons about it, and stamps it with the word 
art ’ At first, the word is in circulation everywhere, then finally it is so distorted 
that at best it is handed over the counter merely as a favor like a com 

These practiced orators, or to use the current word, these so called declaimers, 
if they have any experience also try to have their system by which to impress the 
world They omit on principle what they are incapable of expressing That is why 
they make so many pauses, in order to grab truth by the sleeve, so that maintaining 
their balance at so many minor points, they lose the main point These self stjled 
orators should be vigorously assailed because many a good mind has gone astray 
because of its preoccupation with oratory When the soul is free, the first glance is 
generally the right glance to which one should hold fast, for where reason and emo- 
tion move forward with equal pace, it seldom happens that the reason can reproach 
the emotions A discerning glance at the whole creates masterpieces But it must 
be only one glance, preferably a repeated glance, neiertheless only a single glance 

With too much thinking, with that wretched accuracy in little things which, 
if it is the initial aim, has never created anything great, the fine point of emotion 
is blunted”, reasons proceed alone and the whole will never have heartfelt truth — 
Nature 

Translated from the German by Joseph M Bernstein 

EDUARD DEVRIENT 

(1801 1877) 

Philipp Eduard Devnent, the historian of German acting, was a nephew of 
the great romantic actor Ludwig Devnent Although Ludwig was obviously the 
genius of the family, as Julius Bab points out in his volume Die Devrients, the 
family contributed important members to the German theatre Another of Ludwig’s 
nephews, Karl August Devnent (1794 1872), was famous for his interpretations of 
the roles of Wallenstein and Lear Gustave Emil Devricnt (1803 1872), still an 
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other nephew, was tragedian at the Dresden Court Theatre where he was a 
notable Hamlet Otto, son of Philipp Eduard, was a translator of some of Shake 
s pea re’s plays 

Eduard Devrient was director of the Court Theatre in Dresden from 1844 to 
1846 and then director of the Karlsruhe Theater (1852 1869) In addition to his ac 
tivities as regisseur he traveled widely and familiarized himself particularly with 
French theatre His Letters From Parts contain interesting references and descriptions 
of the leading French actors of the day It was during the years 1848 to 1874 that 
he published his large five volume work on the history of German acting Geschtchte 
der Deutschen Schaaspielfywst 

Devrient’s advocacy of natural acting in opposition to the antiquated frippery 
of the Goethe Weimar School is revealed in the following selection drawn from his 
writings between 1834 and 1850 


Simplicity and Convention 

Quiet, simple acting on the stage is getting rarer and rarer No one wants to 
depict a character unostentatiously and unpretentiously, although only in that waj 
docs the later heightening of passion in the course of the action really become ef 
fcctivc The actor or singer only thinks of how he can do something striking and 
sensational in the very first scene The calmest speech is immediately couched in 
the strongest tones — with only shouts and grimaces ensuing thereafter Thus, one 
actor forces all the others to play m the same manner, for no one wants to appear 
modest by contrast 

It is usually called acung with fire and natural inspiration if the actor plays 
his part without thinking it through, without going into the various subtleties of 
mood, and in an emphatic tone of declamation But I call it cold acting, for it shows 
complete indifference toward the real inner moods of the character to be portrajed 
When an actor looks with love and discernment for nature in every nuance of the 
character, when he builds his part with intelligence and genuine warmth and out 
of true love for his work, avoids any thoughtless exaggeration he is called cold 
calculating and ponderous Or the naturalness of his performance seems even too 
natural — hence, not brilliant, striking, or astonishing 

Virtuosity has decidedly come to the fore in the art of acting The actor 
is taking revenge on the arrogant sense of superiority of the writers of the Weimar 
School He has made modern playwrights the slaves of his stage business How 
many actors are there nowadays who bring to their art true naturalness — the first 
principle of all art? Everything has become theatrical all stage business all cx 
pressions, and all gestures are conceived and adopted with an eye to their cfiect 

The conventions of the Weimar School greatly encouraged this tendency and 
gave rise to a specific style of acting Everything played m lamp-light, breathing a 
backstage atmosphere — that is, poetry as mere performance And the audience has 
been so spoiled by this antiquated frippery that it grows frightened or startled when 
ever it secs naturalness, whenever a breath of fresh air from real life i* injected 


Eduard Devrient Bemerknngen xnr Novel te (18J4 1SS0) quoted by Teed mnJ Ren 
Dement els OberregUseur in Dresden vwt 1B44 1846 Altenburg Germany I If Stephen ^ e 
and Company 19)1, pp. 38 )) 40 41 
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Everything has been reduced to a scramble for advantage and to selfish commercial 
virtuosity All love is gone, including self love Self mirroring has taken the place 
of artistic insight, egotistical isolation has been substituted for wholehearted devo- 
tion to the over all impact of the dramatic work 

The modern art of acting is based on theatrical conventions and, in its effects, 
on the weaknesses of the audiences Pretentiousness is its distinguishing mark 
It has retained all the vices of the old schools and added new ones Worst of 
all, its most objectionable features have been accepted as maxuns . 

The dramatic art means a passion for human nature and it exerases this pas 
sion with love 

Let the artists show the godlike humanity in every character, let him show 
that this humanity can never be completely obliterated even by the worst perversity 
or the vilest corruption Thus he will endow his characters with the deepest truth 
and will everywhere point to catharsis He must never tolerate distortions — for the 
honor of humanity whose priest he is He must soften the author s caricatures and 
always give us some human side to his creations 

In his relations with the audience, whose participation is vital to him, the actor 
must consider himself a kind of preacher He must never accommodate himself to 
audiences but must resolutely place himself above them It must be his pride and 
joy to have an effect on his listeners, but he must be stern toward himself and 
them, and never do anything merely to please them 

I have always yielded completely to the impression which the nature of the role 
has evoked in me, I have always tried to give what I have seen and inwardly felt 
in the part Never have I thought out or devised particular nuances in order to 
highlight a specific point I have often felt a sense of void m one passage or an 
other I have sought to improve the situation and wracked my brain to bring out 
a point, but I have never succeeded m finding anything that I did not think was 
too forced or artificial This is why I often worried about a performance, thinking 
it too empty, stale, and uninteresting And I was frequendy very much amazed 
when people later made so much of it I had simply let myself go I had only consci 
entiously reproduced what I had naturally felt in the carrying out of my task 

It is a particularly delicate matter to take those scenes which in themselves are 
unimportant and unsensational and, by means of a lively imagination, lend them 
special lustre It is just these quiet scenes in a role — these modest and merely tran 
sittonal moments — which make the more important ones stand out and which give 
the performance as a whole the stamp of unforced truths 

That is also the way in which one should use costumes and masks everything 
should be genuine, unsought for, unforced, and unadorned The actor and his role 
should be fused, neither sacrificed to the other The costume should not be arbi 
tranly tailored to fit the person, or the person too much distorted for the sake of 
the mask- 

‘ Translated from the German by Joseph M Bernstein 

GEORGE II, DUKE OF SAXE MEIN1NGEN 
(18264914) 

In the minor principality of SaxeMeimngen the royal scene designer and 
director George II established a theatrical troupe which was to have world wide 
influence Without first rate actors, the Duke and his director Ludwig Chxonegk 
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(1837 1891) created productions marked by excellent ensemble playing by his- 
torical accuracy jn costuming and by an artistic and vital interrelationship between 
the movements of the actors and the decor The Duke would make elaborate 
drawings for various scenes in order to indicate dynamic movement on the stage 
Each play was given its individual settings, costumes and historical mode Rehearsals 
were extensive and detailed with the Duke in charge of the overall production 
his wife, the former actress Ellen Franz, responsible for the interpretation of lines 
and Chronegk acting as the stage manager and disciplinarian 

After their initial conquest of Berlin in 1874, the company performed through 
out Germany and visited Rotterdam, Stockholm Copenhagen Amsterdam London, 
Warsaw, St Petersburg, Moscow, Odessa and many other cities Wherever they went 
they became the inspiration for theatrical reform In 1888 Andre Antoine went 
to Brussels to see them and came away fired with new ideals for the French theatre 
In a letter to the critic Francisque Sarcey Antoine voiced his admiration for the 
Dukes handling of crowds Stanislavsky took from the Meininger man> of the 
principles for which the Moscow Art Theatre was to become famous the careful 
rehearsals, the ensemble playing the excellent discipline of the company and the 
attention to any minute detail that might destroy the consistency of the perform 
ancc At first Stanislavsky took the disciplinarian Chronegk as his model He wrote 
1 Very soon the majority of Russian stage directors began to imitate me in my dcs 
potism as I imitated Chronegk’ But Stanislavsky soon parted ways with the con 
cepts of the Meininger in his opposition to the type of director who made the 
actor a stage property on the same level with stage furniture a pawn that was 
moved about in their mise-en scene It was Chronegk who gave the actors 
every inflection and gesture and moved them about at rehearsals on a floor marked 
out with chalk into squires and numbers, like so many chess men,’ according to 
Theodore homisarjevsky 

The great contribution of the Meimngen Company was in their understanding 
and perfecting of the ensemble, rather than concern for the individual actors 
problems From their belief in the unifying power of the director came the pervasive 
influence of the regisseur in the modern theatre Their innovauons prepared the 
way for the development of naturalistic acting In 1890 when the troupe had 
reached the end of its work, the Duke refused a final season in Berlin on the 
grounds that It is not necessary The German theatre has learned everything it had 
to learn 

The following article by the Duke of Saxe Meimngen was written for an issue 
of Deutsche Buehne 


The Actor in the Ensemble 

In composing a stage effect, it is important to keep the middle of the picture 
from being congruent with the middle of the stage 

If one follows the geometric principle of the golden mean the stage divides 
into two even parts, which is likely to lead to monotony m the distnbuuon and 
grouping Assimilation m the total picture becomes more or less symmetrical, 
creating a wooden stiff and boring impression. 


Quoted by Max Grube Gesch cbte der Mei ingtr Bert n Deutsche Verlagt Anitaft StuttgaH 
1926 pp 51 58 pa sim 
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(The charm of Japanese art can be largely attributed to their avoidance of 
symmetry, “U ennui naquit tin jour de I'umformite’’ Boileau remarked about art 
m general In the graphic arts, the uniformity the French esthetes call ' the mother 
of boredom” is symmetry ) 

The exception proves the rule, the grouping of the principal figure — or prm 
cipal m?ss of figures — in the center can work out if the neighboring figures or 
groups are placed on the side at more or less regular intervals It can create a happy 
artistic effect, particularly if a powerfully exalted mood is desired (One is reminded 
of the Sistine Chapel There the picture is one of leisurely rest ) But the stage must 
always depict movement, the continuous unfolding of the story That is why this 
method is to be generally avoided, as it creates a lifeless effect and holds up the action 
It rarely works to have a figure dead center Scenery and other objects are to 
be placed whenever possible on the sides, of course at a certain distance from the 
wings, and so as to be visible to the audience 

The actor must never stand dead center, directly in front of the prompter, but 
always slightly to the left or right of his box 

The middle foreground of the stage, about the width of the prompter’s box, 
from the foodights to the background, should be considered by the actor merely as 
a passageway from right to left or vice versa, otherwise he has no business there 
Likewise, two actors should avoid standing in similar relation to the prompter’s 
box 

One should give special attention, also, to the relative position of the actor and 
the scenery That relation must be correct . . 

Generally, the first rehearsals of a new play with crowd scenes and a targe cast 
make the director’s hair stand on end He almost doubts the possibility of bringing 
to life and molding this rigid, inflexible mass It helps him a great deal in this task 
to have the scenery unchanged from the beginning Changing the sets, rehangtng 
certain parts of the scenery, moving the furniture during the rehearsals slows up 
everything gets on the director’s nerves, bores his co workers and puts them to sleep 
In costume plays, weapons, helmets, arms, swords, etc must be used as soon 
as possible, so that the actor is not encumbered by the unusual handling of heavy 
armor during the performance 

With these plays, it is obligatory that the actors rehearse in costume even before 
the dress rehearsal, which only differs from the opening night by the exclusion of 
the public He should wear either his own costume, or if it is not yet ready, or 
has to be saved, one distinctly similar m cut The actors must have, for many re 
hearsals before the dress rehearsal, the same head wear, coats, trains, etc , or at least 
costumeS like the ones they will wear at the performance The performance should not 
present the actor with any unforeseen or surprising situation The spectator must be 
given the opportunity of becoming accustomed to the unusual apparel of the past 
The actor should not, by his appearance or gestures give the impression of wearing 
some costume the wardrobe mistress has just handed him, one must not be reminded 
of a costume ball or a carnival 

Carnage and gestures are influenced by the changing from modern clothes to 
those of the past Our perfeedy familiar way of standing with heels together, which 
is the accepted one for the military at a halt, and which civilians also use in greeting 
superior and notable people, looks out of place in older costumes — from the ancient 
Greek penod to the Renaissance — -and is completely wrong This position, heel to 
heel, seems to have been introduced along with the step of the minuet A peasant 
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leader cannot stand like an ‘ Abbe galant” from the time of wigs, or with clicked 
heels, like a lieutenant m a modern drawing room 

The natural, correct and visually satisfying posture in costume from the days 
of pig-tails on, is feet apart and placed one m front of the other 

The general rule is all parallels on the stage are to be avoided as much as pos 
sible This applies to costume plays in certain ways as well 

Spears, halberds, lances, javelins, etc. should never be carried pointing in the 
same direction as the modern guns and bayonets of our infantry and cavalry There 
should be a certain freedom in the holding of old weapons, they should not be held 
at even intervals or point in the same direction Here, they should be made to 
crowd each other, there be further apart, not perpendicular but 3t an angle and 
intersecting 

Any helmet, not antique, worn by an actor must be pulled down over the fore 
head until only the muscle above the eye brows is visible The popular way of wear 
ing it on the back of the head and neck is tenor style and does not belong in the 
theatre Our costumed heroes and lovers are undoubtedly afraid of disturbing their 
ringlets by pulling a helmet on correcdy But we can t be affected by that! 

The use of parallels is particularly bad in relating the posiuon of one actor 
with another Since the parallel position of a single person, facing the footlights 
squarely, is bad, so two or three actors of approximately the same height doing 
likewise will give a most dtsagrceable impression 

Nor should an actor move in a parallel line For example, an actor moving from 
forward right to left forward should, by imperceptible and subde means, break the 
straight line, not the best on the stage, by moving on a diagonal 

If two or more actors play a scene together, they should never be placed in a 
straight line They must stand at angles to each other The space between the in 
dividual actors must always be uneven Regular intervals create a sense of boredom 
and lifelessness like figures on a chessboard 

It is always an advantage to have an actor touch a piece of furniture or some 
other nearby object naturally That enhances the impression of reality 

Should the stage have different levels — steps, an uneven floor strewn with 
rocks, and the like — the actor must remember to give his posture a rhythmical 
living line He must never stand with both feet on the same step He should if 
there is a stone close by, stand with one foot on it Should he be walking down 
stairs and for some reason — such as having to speak a line or notice some object— 
be obliged to stop, one foot should always be placed lower than the other By this 
device, hvs entire appearance takes on freedom and case One foot off the ground 
should be the director’s theme song in such cases 

The handling of crowds on the stage requires a special preparation 
Hardly any theatre exists that can afford to use its own personnel as walk-ons 
With the exception of the chorus and the so-called supers, among whom there fre 
quently exists some well trained actors who feel at home on the stage and can act, 
a considerable crowd has to be used, for whom these rehearsals and performances 
are only a side line, and who must be paid each time Among this fluctuating crowd 
whom the director docs not know, occasionally are found a few usable people who 
can take direction, understand what is said to them and are not too clumsy m re 
hearsals Naturally, one also finds a completely unusable element, with whom noth 
ing can be done, who are awkward and ridiculous and who sometimes even follow 
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their own inspiration want to act their way and cause great disruption It is the 
first job of the director to sort out of this crowd, and as soon as possible, the tal 
ented from the untalented, separating the goats from the sheep The doubtful and 
naive ones must only serve as padding 

The walk-ons should then be divided into small groups and trained separately 
Each group is then led by an experienced actor or member of the chorus, who 
acts as cover * and stands front of them on the stage It is m a way the responsi 
biht) of this leader to see to it that the group entrusted to him follows orders He 
is responsible to the director in seeing that the positions, gestures, etc are taken at 
the nght moment 

The leader is given cues and certain general directions from the script such as 
‘noise, tumult, murmurs, cries, etc.” These are then translated into words by the 
director and must be learned by heart These interpolations should naturally be dealt 
with in various ways and should never be handled in unison 

The job of these leaders is not an easy one It is a pity and sometimes an artistic 
error that these "actors” of the group consider their responsibility inferior and un 
worthy of a real artist They rid themselves of the job wherever possible, or brush 
it off and at the performance make obvious their lack of enthusiasm 

At Meinmgen, various artists without exception arc used as leaders of walk 
ons The amazing effectiveness of first night performances at Meinmgen can lie 
largelj attnbuted to the lively participation of the crowds This is in contrast to 
the awkward, wooden apathy of the supers to which we had accustomed ourselves 
and which makes such a disastrous impression 

The ugly and erroneous positions of individual actors m relation to each other 
are particularly disturbing in crowd scenes The chief charm of groups is in the 
line of the heads Just as a similarity of posture is to be avoided, so a regularity of 
height in actors standing near each other is, wherever possible, to be shunned When 
it can be done, individuals should stand on different levels Some can kneel, some 
stand nearby, some bending, some upright It is effective to have those looking at 
one person or situation form an uneven semi-circle whenever it can be done 

Care must be taken that the actors nearest to the public and seen most by the 
spectators stand so that their shoulders are in various relations to the footlights 
One should remind a walk-on to change his position as soon as he notices himselt 
standing like his neighbor In a good picture, one finds few figures m the same po- 
sition or facing the same way One has to repeat this order to the actors and super 
at nearly every rehearsal, as it is continuously forgotten 

Special reminders must be given the supers not to stare at the audience They 
do this naturally, since for many of them acting is a new' and unusual experience, 
and their aroused curiosity makes them look around the dark auditorium 

Disturbing events like the removal of dead or wounded people should be ‘cov 
ered, meaning kept as much as possible from the audience’s sight. This must not 
be done by means of a thick impenetrable wall of people, which looks self-conscious 
and ridiculous The "cover” must be rather flexible so that one secs enough and 
not too much of what is taking place and can understand what it is all about. 

When the impression of a great crowd is desired, one should place the groups 
so that the people on the sides are lost m the shadows of the wings No one m 
the audience can be permitted to see where the grouping stops The grouping must 
give the illusion that other crowds are also forming behind the scene. 

Translated from the German by Helen Burlm 
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OTTO BRAHM 

(1836 1912) 

First as critic and then as director producer Otto Brahm shaped naturalism 
in Germany Born in Hamburg he worked as a bank clerk md then attended 
universities in Berlin Heidelberg Stnsburg and Jena In 1879 he received a 
doctors degree the title of his dissertation was German Knight Plays of the 
Eighteenth Century Then followed a decade in Berlin where he became an 
esteemed dramatic critic It was Brahm who defended Ibsen in the German literary 
and theatrical world He espoused naturalist drama and naturalist acting develop- 
ing theories which he was later to put into effect 

With the formation of the Frete Buehne of which he became president and 
active leader Brahm dedicated an experimental theatre to the new drama and 
encouraged a new style of acting Emanuel Rcichcr called the father of modern 
German acting gave his services to the Freie Buehne He voiced the new histrionic 
ideals Wc no longer wish merely to play effective scenes but rather wish to 
present complete characters with the whole conglomerate of qualities with which 
they are endowed We don t want to be anything else but human beings who find 
the emotions of the character to be represented from within and who express 
these with a simple natural voice — regardless of whether that voice is beaut ful 
and resonant regardless of whether the accompanying gesture is gracious or not 
and regardless of whether it fits in with the conception of stock types Our problem 
is to adapt the representation to the simplicity of nature and to show the picture of 
a complete human being to the audience 

In 1894 hoping to gather about himself a permanent company Brahm became 
director of the Deutsches Theater His best productions here were the plays of the 
new dramatists although he attempted several naturalistic productions of the classics 
These failed for lack of unity in the execution of the roles Rudolf Rittner and 
Rose Bertens played their parts in the naturalistic Brahm style while Josef 
Kainz the great actor of the older school associated with L Arronge performed in 
his own flamboyant manner Brahm admired Kainz and aud enccs adored h m 
but his magnificent voice and grand gestures could not be brought within the 
compass of the naturalistic mode Kainz wrote in his diary The movements of the 
actors body are the expression of the Psyche the external signs of what is happen ng 
within As the sea moves slightly even in calm weather and affords us but an inkl ng 
of the coming storm so the actors body reacts all the time to what is passing m 
his mind But as passions have thoughts behind them and every reaction has its 
limitations an actor during the stress of emotions as well as when calm or ecstatic 
must always remain a th nking human being His acting must always be 
music He must become ne ther a restrained God from Olympus nor a mere 
beast who surrenders himself to his instincts He must know the limits of the 
scale of his instrument He must have a light and sensitive touch for every stage 
of transition from piano to forte H s words and movements must appear from 
the front as if coming instinctively in harmonious accord The harmony and 
beauty of Kainz s manner contradicted the psychological realism of Brahms efforts 
Herbert Henze one of Brahm s biographers reported that Brahm once sa d to an 
actor who had just finished playing a scene Do you think this will achieve a 
grand effect? Jawohl Herr Direktor Then leave it out replied Brahm 
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The struggle between these two styles was dramatized in the sub-plot o£ The 
Rais by Germany’s greatest naturalist dramatist, Gerhart Hauptmann An old actor 
manager says to a student imbued with the new ideals But, man alive, you want 
to become an actor — you, with your round shoulders, with your spectacles and above 
all, with your hoarse and sharp voice It’s impossible * The student replies * If 
such fellows as I exist in real life, why shouldn t they exist on the stage too? And 
I am of the opinion that a smooth, well sounding voice, probably combined with 
the Goethe Schiller Wetmac school of artifice, is harmful rather than helpful * 
The ideas which Otto Brahm expounds in the following selection on the old and 
new style of acting are the same as those used in Act II of the Hauptmann play 
T he Rats 

In 1890 when Bruno Wille gathered together two thousand workmen to discuss 
the formation of the Freie Volkjbuehne, Brahm was on the platform, lending 
his name and his artistic ideals to the great people s theatre that was about to come 
into being After his days at the Deutsches Theater he became director of the Lessing 
Theatre, founded in 1888 by the dramatist Oscar Blumenthal Brahm’s principled 
adherence to naturalism and his artistic integrity gave the German realistic movement 
a great leader 

In Defense of Naturalism 

I should like to speak about the art of the actor, its aims and essence Impres 
sions of the theatre in recent months have brought this theme home to me And 
in order not to lose myself in a sea of abstractions, I shall use as an anchorage a 
statement by Lari Frcnzel, namely that there is now being preached to the younger 
actors the wildest theories of a new art of acting, something like the manner of lm 
pressiomst painung imitation of nature at any price, and the distorted reproduc 
uon — not of human beauty — but of bestial ugliness Perhaps it is immodest on 
my part to assume that this comment is also directed at opinions I myself uttered 
not so long ago At any rate, I count myself among the preachers” of a new art of 
acting which Frenzel assails — even though I do not believe that my theory is the 
only one that brings salvation I would much rather leave that to the gentlemen on 
the other side, who know exaedy what the true tasks of the art of acting are 
Neither in. the performing nor in the creative arts do I know of any such true 
tasks,’ eternal and immutable But I do feel that I know the requirements of art 
in our time, and J must openly express my opinion 

The wildest theories, says Frenzel, are now being taught But what if it turned 
out that the theories now being presented were m essence nothing but the tradi 
tional demands of the German art of acting, only adapted to the needs of our day? 
A brief glance at the history of our theatre will prove this forthwith 

Here I must touch upon certain things that are not generally known how the 
first great German art of acting arose with Ekhof and Schroeder, those splendid 
Hamburg realists, out of the affectations and dance master s mannerisms of the 
rococo period, how the Low German style was transplanted to the south by Beil 
and Iffland, how the movement aiming at the truthful and natural portrayal of 
character won out in Vienna thanks to Schroeder, and reached its high point in Ber 

Otto Brahm The Old and the New Art of Acting Kritischt Schriftrn utber Drama twJ 
Theater herausgegebco Ton Paul Schlenther Berlin S F scher Verlag 1913 pp 420 429 
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ltn with Fleck and Unzelmann All these things Frenzel, the author of Berliner 
Dramaturgic knows even better than I do Then, at the end of the 18th century, 
there came the great counter movement of classicism Goethe became the founder 
and theatrical director of the Weimar school, and Schiller, as dramatist supported 
it To overcome that classicism, to break with it, and find the way back to nature 
— that may not have been the “true task’ m the sense of a formal aesthetic, but it 
has been the instinctive impulse of our great actors down to the present day 

Clearly and vigorously the historian of the German theater Eduard Dcvnent 
sounded the opposition which the actor was bound to feel against efforts of the 
poets of the Weimar tendency to dominate him One need not subscribe to every 
one of Devnent’s theories, one may well understand the relative historic justifica 
tion of the classical movement, the poetic transfiguration and spiritual deepening 
it contributed — yet one will not find in the greatest of our poets Goethe, the full 
realization of the one thing the discerning actor needs Goethe himself once said 
that the art of characterization was inwardly more congenial to the Northern spirit 
than the beautiful art of the ancient world But from the unique qualities of human 
nature, which the author of Goetz and Werther was able to portray as no other, 
he went on to the universally human to the typical — rejecting the 4 dross of mdi 
viduality And the German art of acting had to oppose that trend, on penalty of 
itself ceasing to exist The portrayal of human beings had to be its first and last 
duty, and it could only depict the richly developed personality in its subdesc nat 
ural distinctions by expressing the physical as well as the spiritual But Goethe ar 
bitrarily substituted conventional rules for truth, maxims in place of observation 
And just as he imprisoned nature on the stage, so he sought to imprison it wherever 
possible in the life of his actors Not only in the theatre did his Weimar players 
have to speak in as deep a voice as possible and “utter every word with a certain 
emphasis* , off stage, among people, they also had to maintain a dignified bearing 
and consciously indulge in stylized pantomime The display of stiff and pompous 
gestures, even at the becrhall table, which is today almost a thing of the past, goes 
back to the Goethe period 

However, the most dangerous aspect of the Weimar style was the means of ex 
pression borrowed from allied arts sculpture and music Elaborate lingering poses 
— where nature and the play demand tempo — may even today be seen in the Vien 
nese and Dresden schools, in a Frau Wolter or a Frau Ellmenreich, and the musical 
element may still be seen at work in the predilection for artificially deep tones and 
studiously measured effects, as if planned by metronome There is a story whether 
true or not, which apdy describes the Weimar tradition namely, that Goethe al 
ways used a baton while directing His pupil, P A Wolff, the only one whose 
meager talents really prospered in Goethe s theatre, confesses quite openly that Goethe 
proceeded very much like an orchestra conductor In Wolff s words In all the 
rules he established, Goethe liked to take music as his model and he illustrated ah 
his directions with figures of speech from music. He staged performances in the 
same way that an opera is rehearsed he decided the tempi, fortes, pianos, crescen 
dos, diminuendos, etc., and watched over them with the minutest care Of course, 
Wolff feels the need of adding something to this description “And let no one be 
lieve that such a method made the performance less true to nature ” But there are 
not many modern readers who will fail to smile at such an assurance. 

These then are the principles on which the nineteenth-century German art or 
acting arose, and which our 'wild theories’ seek to refute, this js the 1 human 
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beauty in the theatre which, in 1800, may have fitted the needs of the time, but 
which no longer fit our own needs today Since then, \oices have time and again 
been raised against Goethe, from among the actors themselves Thus the great 
Schroedcr told how ‘ it required effort and struggle on his part to adapt many an 
admirable and creatively brilliant passage to nature, and he had to forego it, as it 
were, in order not to contradict the character he depicted ’ To adapt to nature, 
to test his art m accordance with nature, to give a new stamp to mere glittering 
declamation by portraying the human and the palpably individual — that is the task 
the modern actor must achieve with respect to classical plays, as it was the task of 
Schroeder and Fleck For the modern actor cannot seek to preserve within himself 
the style of the past he is a living artist, not an art historian and antiquarian And 
whatever cannot be understood with our present means of expression has no right 
to live on the stage, which belongs to our time and no other To sacrifice the here 
and now, the rights of the living, for the ageless — such a price is too high to pay 

Because of the impact of the great poets, the road to this new yet age-old art 
of acting could only be traversed step by step And we see clearly how an expen 
cnccd dramatist like Heinnch Laubc stood midway between the two camps Laubc 
wrote Whether and to what extent the Hamburg and Weimar schools can be 
united is the real theme which, since the beginning of the [nineteenth] century, 
has concerned every honest and intelligent friend of the theatre Indeed he himself 
seems to have chosen the side of the Hamburg school, for he added significantly 
To me, the portrayal of human beings on the stage is the essential Hence truthful 
ness is my fundamental rule To me, Lessing and Schroeder have formulated the 
code of Jaws of our acting art I consider it our job to introduce and continue this 
code of laws Here, as we see, there is no talk of Goethe and the beautiful and 
universally human But such clear insight was blurred by the pressure of soil ex 
tant traditions Since Laubc as a writer remained a staunch disciple of Schiller, his 
theory overlooked the theatrical element, concentrating one-sidedly on the listening 
not the seeing audience In a play he explained, the ear was the more important 
organ m the theatre, consequently, he installed a performance director along the 
lines of Goethe s musical analogies, and he prohibited more elaborate scenery Not 
until the Mcinmgers was such a step taken But they, unfortunately, forgot one 
thing to project onto the true to-Iife sets of their stage humin beings who acted 
naturally 

To be sure! Frenzel, the admirer of the Meinmgers, will retort They did not 
want to imitate nature at the price of * distorted, bestnl ugliness 1 must frankly 
confess that I cannot conceive how such strong words can be applied to the modern 
an of acting, and I would find such an ill tempered judgment incomprehensible, 
if I did not know from my study of theatrical history that every forward step to- 
ward nature has evoked similarly harsh reproaches 

Here I would like to quote from an impartial third person — not the preacher 
of a new art The Goethe scholar, Julius Wahle, in his work Das BVworer Hof 
theater ( The XVeinar Court Theater ), tells us ‘Talma was the first who broke 
strict conventions in favor of freer movement He was the creator of penod -costume 
and his insistence on natural truth met with strong opposition from his narrow 
minded colleagues In truth and power of expression he excelled all his fellow actors 
He took liberties which no one had hitherto dared to take Talma does rot talk 
with and to the audience, he really talks with and to the people on the stage, he 
walks toward the backdrop and turns his back on the audience Above all, he was 
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the first to dare to disregard the tradition of his predecessors in re-creating old roles 
In a word, in his striving for natural truth he comes close to the German realistic 
conception of art He infused healthy new blood into the emaciated body of French 
classicism, and he quickened old forms into new life with his modern romantic 
conception of art” And it is this — just this — that we demand of the present that 
the actor speak in the living speech of our time, that he quicken sluggish old forms 
with powerful modern feeling 

It may seem a trifling detail when we read that Talma also dared to show his 
back to the audience But this detail has symbolic meaning it apdy characterizes 
the difference between sincerity m acting and acting based on conventions and mere 
outward show Goethe hastened to ban all back turning, but a Strindberg ardently 
desires to see a whole scene played while the actor has his back turned ’ Here 
again the very newest de\elopment finds a precedent in the older tradition the 
audience must realize, said Lessing, that it is there because of the actor, and 
not the other way around And Schroeder assures us that he never tndulgcd in that 
blameworthy practice of an actor conversing with the audience, during his entire 
career, he asserts, he scarcely looked ten times to" see if the house was full or empt) 
In short, the audience was never visible to him Compare this with Goethe’s atu 
tude, for example, with his opinion of the realistic Leipzig Theatre, and you will 
see the profound gap between the Hamburg and the Weimar schools In the 
Leipzig Theatre,’ Goethe noted in his diary in 1802, ‘there is a complete lack of 
art and dignity — there is naturalism and loose, unrestrained behavior A Vien 
nese lady was quite right when she told me it doesn’t make the slightest difference 
if spectators are present or not The actors keep on turning their backs and talk 
in g to the floor.’ 

I must still go into one final complaint by Karl Frenzel the corrupters of the 
youth preach theories to the actors that are somewhat in the style of impressionist 
painting Yes, that is true! For we believe that the creative arts, which are making 
such magnificent progress, can give a decided impetus to the performing arts And 
if some inner kinship permits one to influence the other, we see m that only the 
confirmation that both are well on the road to satisfying the needs of the time In 
both camps wc can find parallel developments, throughout the entire nineteenth 
century Carstens and Cornelius belong with the Weimar theatre painters who can 
not paint but who are full of poetic sentiments, actors who cannot act but succumb 
to the magic of poetic elocution Then there followed Piloty, who offered real cos 
tumes, but no real human beings Wallenstein and Seni, the triumphal procession 
of Germamcus theatrical themes, orchestrated effects and scenes There developed 
in the best creative artists a profound distaste for the theatre, which is only now 
beginning to disappear, and Anselm Feuerbach complained about theatrical emo- 
tions in art ' ‘I hate the modern theatre,’ he wrote, I hate all these ornate t ra P" 
pings from the bottom of my soul It produces barbarism in taste ’ 

But a new sense of art arose with Adolf Menzel the best of our theatres, t*ie 
Fncb Blutnauer ami the Doenng, ml) be compared to his m keen and masterful 
power of observation Until finally, there came to us from France an intimate study 
of nature and the impetus to grasp the real in its unadorned simplicity Forced 
movements, exaggerated effects— we arc as tired of them in painting as wc arc on 
the stage, we praise the fay sage intime and are quite content if the modern art of 
acting takes as its model Millet’s Angelas, with ns figures of deep inner truth, wim 
their calm gestures, their folded hands, all nature and genuine emotion 
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Let the actor study nature, nothing more than that Let him study nature in 
all her spiritual fullness thus will he avoid banality and triviality Let him study 
her outside himself and within himself, in the world and within his own breast 
Then the more purely and richly he develops his personal it), the stronger hts tem 
perament through which, in Zola’s magic formula, he observes nature, the more 
deeply too will he grasp life and reproduce life Like the giant Antaeus who grew 
strong whenever he touched the earth, the actor, turning from the theatre to m 
ture from the conventions of the four boards to truth, will ever win new strength, 
and he will learn to shun all stylizing, all arbitrary mannerisms, all stage affecta 
lions As for the ideal, the truly beautiful, he can only feel that within himself, not 
outside himself in precepts that have been handed down Let him find beauty in 
fidelity to the artistic whole of which he is a part, in the integrated character he 
portrays, in the play in which he acts Here he must adapt himself with hirmoni 
ous * beauty ’ to the economy of the work of art But if someone expects him to rc 
produce human beauty at the expense of his own actor’s art, to look beautiful, to 
move beautifully, and to speak beautifully — let him simply answer with quiet confi 
dence in the words of Schiller to Goethe “I think that the analysts ha\e almost 
drained the concept of the beautiful and turned it into an empty shell Would that 
someone would dare to take out of circulation the concept and c\en the word 
‘beauty,’ with which all such false concepts are now indissolubly bound, and mo- 
destly substitute for it truth in the full sense of the term ’ 

MAX REINHARDT 

(1873 1943) 

Max Reinhardt was one of the most picturesque actor directors of the modern 
theatre Born near Vienna, Reinhardt left his name city at the age of nineteen 
to become an actor at the Municipal Theatre in Salzburg The young man was 
playing character parts when Otto Brahm, then director of the Deutsches Theater, 
saw him and gave him a two-year contract He came to Berlin to work under 
Brahm's direction, learning naturalistic acting as he played such old men's roles as 
Foldal in Ibsen’s John Gabriel Bor^man and Baumert in Hauptmann's The 
Weai ers At the same time he created an intimate cabaret, Sc hall und Rauch (Sound 
and Smo^e) 

From his first productions on hts own stage, the Kleines Theater , in 1902 
untif tfie cncf of nis fife Keinftara'c was tfiorougfiiy cci'ecoc in rfic cfiorce of plays, 
the style of production, acting techniques, and even m the selection of theatres At 
the kletttes Theater and at the Neties Theater he produced almost fifty plays between 
1902 and 1905, including m his repertory Ibsen, Maeterlinck, Schiller, Lessing, as 
well as bis young contemporaries Hugo ion Hofmannsthal and Richard Beer 
Hofmann His notable production of Gorky’s The Loner Depths and hts staging of 
A \fidsHmmer Wight’s Dream have become world famous In 1905 he became di 
rector of the Deutsches Theater, following in the footsteps of L’Arronge and Brahm 
To his work at the Deutsches Theater he added productions at his intimate Kam 
merspiele 

Inspired by the example of social participation in the ancient Greek and in the 
medieval theatres, Reinhardt created his gigantic fesuval productions, such as 
Oedipus Rex, the Oresteia and The Miracle, in which he tried to bridge the separa 

[ 273 ] 



ACTORS ON ACTING 


Uon between actors and audtences In 1919 he realized his dream o£ an enormous 
theatre where the masses of people could find emotional release from their “wretched 
existence ” The Grosses Schauspielhaus, “Theatre of the Five Thousand," aban 
doned the illusion of the naturalistic theatre for the arena which boasted one of the 
best equipped mechanical stages in Europe He opened the theatre with Aeschylus' 
Qresleia, gave the plays of Hauptmann, Shakespeare, Kaiser, and others 

The failure of this titanic theatre, says Julius Bab, turned Reinhardt back to 
Vienna and then to Salzburg, whose beauty he loved, to work with the poet Hugo 
ton Hofmannsthal and the composer Richard Strauss Here he staged a number 
of impressive productions using the beautiful Austrian Alps as background One 
of the most famous of his productions here was the morality federmann ( Everyman ) 
with the great Moissi in the title role Reinhardt turned m 1922 to Maria Theresa’s 
elegant ballroom which had recently been transformed into a theatre — Theater tn 
dem Redoutensaal Here amidst the chandeliers and the gilt he staged delicate pro- 
ductions suited to the baroque atmosphere Back m Berlin he directed plays at 
several theatres until 1933 when, along with other anti Nazis, he left Berlin. In 
the United States he staged numerous productions, among them Franz Wcrfels 
The Eternal Road and in Hollywood Reinhardt gathered about himself many of his 
old companions 

Reinhardt s various theatres have been called actors theatres, like the Moscow 
Art Theatre, for despite all the devices used by Reinhardt, he seems never to have 
subordinated his actors to stage machinery He had an unusual talent for casting, 
and under hts direction many actors did outstanding work, which they never re 
peated under other directors The number of truly significant actors associated with 
him at various times testified to his histrionic perspicuity Julius Bab calls him a 
born actor ’ and says that his qualities as a director stemmed from the fact that 
he is an actor who can transcend his own physical being to communicate the play 
of his imagination to others ’ 

R Ben An, the celebrated actor of the Habimah Theatre, worked with Rem 
hardt and has given an interesting description of his methods in his article ‘Four 
Directors and an Actor’ published in Theatre Workshop He points out that Rem 
hardt, unlike Stanislavsky and Vakhtangov, had no histrionic principles, but that 
he spent much time and much effort working with his actors Reinhardt’s own 
acting ability and his personality were, however, so strong that some of his actors 
could not avoid imitating him rather than developing their own arLstic individual 
Uy On the other hand, such distinctive theatrical personalities as Albert Basser 
mann, Alexander Moissi, Max Pallenberg, and Elizabeth Bergner, among others, 
have been part of Reinhardt’s acting family. 


The Enchanted Sense of Play 

It is to the actor and to no one else that the theatre belongs When I say this, 
I do not mean, of course, the professional actor alone I mean, first and foremost, 
the actor as poet All the great dramatists have been and arc today born actors, 
whether or not they have formally adopted this calling, and whatever success they 
have had in it. I mean likewise the actor as director, stage manager, musician, 

Mix Reinhardt The Actor ' The Encyclopedia Britannic * (1929) article THEATRE 
vine XXH pp 5® 59 Copyright t919 By permission of the Encyctoped a Btituuuca, 
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scene-designer, painter, and certainly not least of all, the actor as spectator For the 
contribution of the spectators is almost as important as that of the cast. The audi 
ence must take its part in the play if we are ever to see arise a true art of the 
theatre — the oldest, most powerful, and most immediate of the arts, combining the 
many in one 

We all bear within us the potentiality for every kind of passion, every fate, 
every way of life Nothing human is alien to us If this were not so, vve could 
not understood other people, cither in life or in art But inheritance and upbringing 
foster individual experiences and develop only a few of our thousands of possibili 
ties The others gradually sicken and die 

Bourgeots life today is narrowly circumscribed, and poor m feeling Out of us 
poverty it has made merely virtues through which it pushes its way, severe and 
upright The normal man generally feels once in his life the whole blessedness of 
love, and once the joy of freedom Once in his life he hates bitterly Once with 
deep grief he buries a loved one, and once, finally, he dies himself That gives all 
too little scope for our innate capacity to love, hate, enjoy, and suffer We exercise 
daily to strengthen our muscles and sinews that they may not grow feeble But our 
spiritual organs, which were made to act for an enure lifcume, remain unused, un 
developed, and so, with the passing years, they lose their vitality 

Yet our spiritual like our bodily health depends upon the regular functioning 
of these organs Unconsciously we feci how a hearty laugh liberates us, how a good 
cry or an outbreak of anger relieves us Wc have an absolute need of emotion and 
ns expression 

Against this our upbringing constantly works Its first commandment is— 
Hide what goes on within you Never let it be seen that you are stirred up, that you 
are hungry or thirsty, every grief, every joy, every rage, all that is fundamental and 
craves utterance, must be repressed 

Hence the well known subhmauons, the hysterical tendencies of the time, and 
finally that empty play acting of which modern life is full 

Our general social ideal is stoicism — always to be unmoved or at least to appear 
so Passion, bursts of feeling and fancy, are ruled outside the bounds In their place 
we have set up in a row common stereotyped forms of expression that are part of 
our social armor Tins armor is so rigid and constricted that there is hardly any 
room for natural action Our clothes are cheaply manufactured in quantity for the 
masses, and vve have only a dozen or two cheap phrases for all occasions We culti 
vate a few useful expressions of interest, of pleasure, of dignity, and a set grimace 
of politeness We ask. people how they feel without waiting, for -un. answer ar> in. 
any case, without paying attention to it With a fixed intonation, which could lie 
written down and reproduced wholesale, we say that we are happy to sec them, 
though the encounter may be a matter of complete indifference to us w hen it is not 
actually fatal At weddings, christenings, burials, festivities we make out of hand 
shaking and bowing, out of frowns and grins, a ghostly play, in which the absence 
of feeling is shocking 

One enters a dance hall and exclaims, Here at last is gaiety, exuberance, desire, 
rousing dtnl But all this the musicians arc providing, to order They have not only 
to furnish the music, the rhythm, they have also to conjure up through stamping, 
dancing, singing, and laughter, the overflowing gusto ot life and all its madness 
In the midst ot this dm, the dancers themselves remain silent, seriously nutterof 
fact — so long as they are sober When they arc not sober, it is never the music or 
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the dance, but the bootlegger that has stimulated them It is astonishing how the 
feet move but the soul does not dance, the heart remains cold The physical body 
is fit and well developed, the spiritual body of a heavy flabbiness The emotional in 
flexibility is fearful to see The spirits have evaporated, leaving only phlegmatic 
apathy behind This * Prohibition” of the spiritual life is the most notable sign of 
our time 

The modern social code has crippled the actor, whose business it is to body 
forth feeling When generations have been brought up to repress the emotions, 
nothing in the end remains either to inhibit or to show How can the actor, rooted 
deep in the bourgeois existence of every day, suddenly in the evening leap into the 
life of the mad king, whose unrestrained passion sweeps like a storm across the 
moors? How shall he make it credible that he is killing himself through love, or 
that he has killed another through jealousy? It is significant that our modern the 
atre can hardly boast a true lover When the actor on the stage says * I love you 
it is the custom in many theatres to resort to musical accompaniment of the wood 
instruments, in order to evoke a poetical atmosphere The soul is set vibrating by a 
vibrato of the violins — otherwise one could scarcely distinguish an I love you fiom 
a How-do you do Generally, the women are more impulsive because they still li\e 
closer to nature than men 

In former times, when actors were excluded from bourgeois society and wan- 
dered about like gypsies, they undoubtedly developed stronger, rarer personalities 
They were more unbridled in their passions, their outbursts were more powerful 
the spirits that possessed them, more masterful They had no outside interests They 
were actors, body and soul Today the body is willing, but the spirit is weak, and 
their interests are divided 

Of course, all these observations and all rules fail before the wonder of genius 
But there is little genius, and there are many theatres Now, to every person nature 
gives a face of his own There is as small chance of finding two men who exactly 
resemble each other as of finding two leaves on a tree which are precisely alike 
Yet m the narrow course of bourgeois life, driven hither and thither by the current 
of every-day, they are m time worn down until they become like round pebbles 
One individual looks like another This grinding process also has its effect upon 
their psychological make up But the highest boon of mankind is personality In 
the arts, personality is the decisive factor, it is the living kernel which vve seek in 
every artistic work 

Bourgeois standards should not be applied to artists, for what is it that distin 
guishes the artist? It is that he reacts to whatever he encounters deeply and power 
fully, that things hardly visible, hardly audible, stir and move him, that he is driven 
by an irresistible impulsion to give all that he experiences back again, realized in 
some form of expression It would be a gross injustice to wish to profit by these 
gifts in the arts, and yet in life outside to condemn them 

The nature of genius is mirrored most clearly in children Their xeccpuvencss 
is unparalleled, and the urge to mold or fashion, which shows itself in their games, 
is irrepressible and truly constructive They want to discover the world aga> n * of 
themselves and to create it themselves Instinctively they struggle against taking it 
m doses of instruction — a spoonful every hour They do not wish to be crammed 
with experiences of others They change themselves, quick as a flash into all that 
they see, and change all into whatever they desire Their imaginative cn ergy 
is compelling The sofa? — a railway train! — already the engine rattles and steams 
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and whistles, now someone looks with delight out of the car window at the en 
chanted landscape flying past, now a severe conductor collects the tickets, and now 
one arrives at one’s destination! A porter panting carries a trunk to the hotel, and 
then the nearest armchair as automobile whisks noiselessly away, and the footstool 
as airplane soars through all the seven heavens What is that ? Theatre! Model 
theatre and ideal dramatic art Thus vve have the phenomenon that children are 
the best actors on the stage and in the film 

In children’s play, the laws of the theatre may be studied in their most funda 
mental forms the decor, the thing requisite, suggested by what is actual!) there, 
transformed through the sovereign power of imagination, and jet with the clear, 
ever present realization that it is all only play The actor is m the same case. It is 
a fairy story that he can ever forget the audience Even in the moment of highest 
excitement the consciousness obtrudes itself upon him that thousands are following 
him with breathless, tremulous suspense through the last doors opening to his in 
most self With the children, too, it is all play, which is carried on in dead earnest, 
play that requires an audience who will yield themselves silently and enter atten 
lively into the game Well, what do vve do? We laugh Laugh scornfully or sym 
pathetically — at best, vve enthusiastically embrace the ' little rascal ’ But by our 
excitement and enthusiasm something is instantly brushed away We have done 
what we never do in the theatre, easily as vve might We have violendy broken in 
upon the middle of a performance, a magic spell has been brutally destrojed 

The art of acting originated in the earliest childhood of the race Man, allotted 
a brief existence, in a dose pressing crowd of various kinds of individuals, who were 
so near him and yet so elusively far, had an irresistible desire to throw himself into 
a fantastic play of changing one form into another, one fate into another, one effect 
into another These were the first attempts to fly above his narrow material exist 
encc The possibilities inherent in him but not brought to full growth by his life 
thus unfolded their shadowy wings and carried him far over his knowledge and 
away into the heart of a strange experience He discovered all the delights of tram 
formation, all the ecstasy of passion, all the illusive life of dreams 

Made as we are in Gods image, vve have in us something of the godlike crc 
ative will Therefore vve create the whole world over again in the arts, with all the 
elements, and on the first day of creation, as the crown of our work, vve make men 
in our image. 

Shakespeare is the greatest, the one truly incomparable boon that the theatre 
has had He was poet, actor, and producer in one He painted landscapes and 
fashioned architectural scenes with his words In his plajs everything is bathed in 
music and flows into the dance He stands nearest to the Creator It is a wonderful 
full rounded world that he made — the earth with all its flowers, the sea with all its 
storms, the light of the sun, the moon, the stars, fire with all us terrors and the air 
with all its spints — and in between, human beings with all their passions, their 
humor and tragedy, beings of elemental grandeur and, at the same time, utter truth 
His omnipotence is infinite He was Hamlet, King Claudius, Ophelia, and Polonmj 
m one person Othello and Iago, Brutus and Cassius, Romeo and Juliet, Falstaff 
and Pnncc Henry, Shjlock and Antonio, Bottom and Titama, and the whole line 
of merry and sorrowful fools lived within him He engendered them and brought 
them to birth, the) were part of his inscrutable being Over them he hovers like a 
godhead, invisible and intangible Nothing of him is there but this great world 
Yet in it he is ever present and mighty He lives eternally 
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Only that art is living, in whose inmost chamber the human heart beats 

For the moment the theatre is, I know, threatened, it is in a decline today be* 
cause m the noise and rush of the great cities, though material means of existence 
are given it, its peculiar festal beauty, the enchanted sense of play, has been taken 
from it It has not yet been organically co-ordmated with the sudden growth of the 
modern metropolis 

The arts, especially the theatre, forsaken by the good spirits, can be the sorriest 
business, the poorest prostitution — there is its pale first cousin, the film, which was 
born in the city and has undoubtedly flourished better there But the passion to act 
m the theatre, to go to the theatre, is an elemental desire in mankind It will a! 
ways draw actors ind spectators together to the play, and out of that Dionysian 
union in which they rise above the earth, it will produce the highest art that alone 
brings felicity 

I believe in the deathlessness of the theatre It is the happiest loophole of escape 
for those who have secretly put their childhood in their pockets and have gone off 
with it to play to the end of their days The art of the stage affords also liberation 
from the conventional drama of life, for it is not dissimulation that is the business 
of the play but revelation Onlv the actor who cannot lie, who is himself undis 
guised, and who profoundly unlocks his heart deserves the laurel The supreme 
goal of the theatre is truth, not the outwird, naturalistic truth of everyday, but the 
ultimate truth of the soul 

We can telegraph and telephone and wire pictures across the ocean, we can fly 
over it But the way to the human being next to us is still as far as to the stars The 
actor takes us on this way With the light of the poet he climbs die unexplored 
peaks of the human soul, his own soul, in order to transform it secretly there and 
to return with his hands, eyes, and voice full of wonders 

He is at once sculptor and sculpture, he is man at the farthest borderline be- 
tween reality and dream, and he stands with both feet in both realms The actors 
power of self suggestion is so great that he can bring about m his body not only 
inner and psychological but even outer and physical changes And when one pon 
ders on the miracle of Konnersreuth, whereby a simple peasant girl experiences 
every Friday the Passion of Christ, with so strong an imaginative power that her 
hands and feet show wounds and she actually weeps tears of blood, one may judge 
to what wonders through what a mysterious world the art of acting may lead, for 
it is assuredly by the same process that the player, in Shakespeare s words, changes 
utterly his accustomed visage, his aspect and carriage, his whole being, and cart 
weep for Hecuba and make others weep Every night the actor bears the stigmata 
which his imagination inflicts upon him, and bleeds from a thousand wounds 

PAUL KORN FELD 

(1889 ? ) 

Paul Kornfeld, who was born in Prague, brought at least one genuine expres 
siomstic drama to the theatre Although he wrote other plays, among them Himmc 
und Hoellc ( Heaven and Hell 1919) and Palme oder der Gc^raenl^te {Palme or 
The Hypochondriac, 1924), it is his play Die Verfuchrung ( The Seduction) that 
embodied the spiritual, abstract quality of expressiomstic drama The play was firs 
performed in Frankfurt am Main in 1916 
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The dramatist equipped his play with a theoretical justification ‘Let us lease 
character to everydav life, in loftier hours let us be nothing but soul For the soul 
is of the heavens character is of the earth ’’ To his five act traged>, Die Verfuehrung 
he appended an epilogue ( Naehtvort an den Sckattsptclcr) m which he suggested to 
actors the proper histrionic technique for cxpressionistic drama It is this statement, 
with its complete renunciation of all the tenets of naturalistic acting which 
is given here 

It has been reported that Kornfeld perished during World War II at the 
Auschwitz concentration camp 


Expressionism 

I do not know whether this play [Die Verfuehrung ] will ever be presented on 
a stage It has been written for the theatre If it is never produced, I am prepared 
to accept any reason except one namely, that its style is not good theatre If some 
one were to say that it was not worth while offering it to the theatre going public, 
I would neither agree nor disagree But I would vigorously protest if someone as- 
serted that it was indeed worth while — but not suited to the theatre 

This assumes that the director and actors will not stage it in a way that runs 
counter to its spirit But as the art of acting has developed over the past few decades 
this danger does lie m a definite direction And judging from the form and spirit 
of most of the ‘modern plays presented in these last decades, the contemporary 
playwright (who is also ‘modern ) faces a double danger Therefore I feel it nec 
cssary to address the following words to the actor Perhaps there are here and there 
actors who as they read this tragedy will retrospectively correct the images in 
spired in them, or even form images out of what had previously remained mere 
words 

Let not the actor in this play behave as though the thoughts and words he has 
to express have only arisen m him at the very moment in which he recites them If 
he has to die on the stage, let him not pay a visit to the hospital beforehand in order 
to learn how tD die, or go into a bar to see how people act when they are drunk Let 
him dare to stretch his arms out wide and with a sense of soanng speak as he has 
never spoken in life, let him not be an imitator or seek his models in a world alien 
to the actor In short, let him not be ashamed of the fact that he is acting Let him 
not deny the theatre or try to feign reality On the one hand, he can never fully 
succeed in the attempt, on the other hand, such a counterfeit presentment of reality 
can only be given in the theatre if the dramatic art has fallen to such a low estate 
as to be a more or less successful imitation of physical reality and everyday life — 
whether steeped in emotions, moral precepts, or aphorisms 

If the actor builds his characters from his experience of the emotion or fate he 
has to portray and with gestures adequate to this experience, and not from hu rcc 
ollccnons of the human beings he has seen filled with these emotions or victims of 
this fate, in fact, if he completely banishes these recollections from his memory, he 
will see that his expression of a feeling which is not genuin- and which has really 
been artificially stimulated is purer, clearer, and stronger than that of any person 
whose feeling is prompted by a genuine stimulus For the expression of a human 


Piul Koroftld: "Niclswurt in den $dua*j> e!ef ** D / \rrfurhr**t IVr! n S. r'K&er V«!*g 
IS2I, r p. 16J 1«. 
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being is never crystal-dear because he himself is never crystal-dear He is never 
only one feeling — and if he were only one this one would always appear in a dif 
ferent light If he thinks he has immersed himself in but a single experience, there 
are nevertheless innumerable psychic facts existing within him which falsify many 
aspects of his behavior The shadow of his present environment as well as the 
shadow of his past falls across him Many people are comedians to themselves yet 
the actor, who merely performs, is truer in his expression than many of those who 
are victims of an actual fate Concern for many things prevents the real life person 
from externalizing himself completely the memory of many things is rooted in 
him and the rays of a thousand events criss-cross within him So at any given mo- 
ment he can only be a changing complex of behavior But the actor is free of all 
that he is no complex, he is always only one He is not falsified by anything— 
hence only he can be crystal-dear and rectilinear And since he is only this one 
embodiment, he can embody it completely and magnificendy By shaping the 
character he portrays the actor will find his way unerringly to its essence 

Let him therefore pick out the essential attributes of reality and be nothing 
but a representative of thought feeling or fate! 

The melody of a great gesture says more than the highest consummation of 
what is called naturalness 

Let him think of the opera, in which the dying singer still gives forth a high 
C and with the sweetness of his melody tdls more about death than if he were to 
crawl and writhe For it is more important to know that death is anguish than 
that it is horrible 

Translated from the German by Joseph Bernstein 

BERTOLT BRECHT 

(1898- ) 

Bertolt Brecht, born in Bavaria, studied the natural sciences before he turned 
to literature After his early play Baal he became famous with the production in 
Munich of Trommeln in der Nacht ( Drums m the Night), which won the hleist 
prize in 1922 It expressed the anger of a war veteran who returns to find war 
profiteers in control of society One of his greatest early successes was the Drei 
groschcnoper ( The Three Penny Opera, 1928) based on John Gays The Beggars 
Opera (1728) In these early plays as wdl as in his Lehrstuec\e (teaching pieces) 
like Die Massnahme ( The Expedient) and in his recent morality plays Brecht 
Utilizes noli natara'iistic devices — dnoroses, songs, dances, so'iuoqmes — Ho < Aito-f- 
objective, didactic theatre 

Brecht, the anti Nazi, left Germany in 1933 He spent some time in Russia 
and in Scandinavia and then came to the United States in 1941, living in California 
until 1947 At present he is associated with the Deutsches Theater in Berlin In 
addition to The Three Penny Opera which was produced in New York, American 
audiences have seen the Theatre Unions production in 1935 of his adaptation ot 
Gorky s novel Mother More recently The Private Life of the Master Race and 
Galileo have been performed here The Federal Theatre s Living Newspapers and 
the work of the American playwright-composer Marc Blitzstem are related to 
Brechts Epic dramaturgy 
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Epic Theatre in the productions of Envin Piscator and in the plays and the 
ones of Bertolt Brecht is distinguished from traditional theatre by Brecht in the 
following chart, which is reproduced by Eric Bendey in The Playwright as Thinker 


The “Dramatic” Theatre 
the stage embodies a sequence of events 
involves the spectator in an action and 
uses all his energy, his will to action 
allows him feeling 
communicates experiences 
spectator is brought into an action 
is plied with suggestion 
sensations are preserved 
man is given as a known quantity 
man unalterable 
tense interest in the outcome 
one scene exists for another 


The Epic Theatre 
the stage narrates the sequence 
makes him an observer but 
awakes his energy 
demands decisions 
communicates pieces of knowledge 
is placed in front of an action 
with arguments 
till they become insights 
man an object of investigation 
alterable and altering 
tense interest m what happens 
each scene exists for itself 


the world is what it is 
what man should 
his instincts 

thought determines reality 


the world is what it is becoming 
what man must 
his reasons 

social reality determines thought 


In this scientific, objective, narrative theatre the actor was required to instruct 
the audience, to ‘ show’ him the meaning of the actions, to present through the art 
of mimicry a carefully rehearsed statement of the world in which we live An 
analysis of this new method of acting by Bertolt Brecht follows 


The Alienation Effect 

In this short paper an attempt will be made to describe a technique of acting 
which has been used in the German theatre to alienate the events bang presented 
on the stage from the spectator It has been the aim of this technique of alienation 
[ Vcrfremdung] to make the spectator assume an enquiring, critical attitude to- 
wards events The means employed are artistic. 

If the A -effect is to achieve its aim, the stage and the auditorium must be cleared 
at ‘ magic ” Na * htype/axic fvdds. at waic.” twxy. be. sat ap Qa the. Epe. stage, o/a 
attempt is made to create the atmosphere of a particular place (a room at evening, 
a street in autumn), or to generate a mood by a broken speech rhythm The actor 
does not warm the audience up by unloosing a flood of temperament, nor cast a 
spell over them by ughtening his muscles In short, no effort is made to put the 
audience in a trance and give them the illusion of witnessing natural, unrehearsed 
events As will be seen, the audience’s tendency to throw itself into such an illusion 
must be neutralized by definite artisttc means 

If he is to bring off the A-effect, the actor must provide what he has to show 
the audience with clear gestures of * showing’ (meaning by gestures our whole ap- 

Bertolt Brecht A New Technique of Acting," translated by Eric Bentley New Yorlt Theatre 
Arts, Volume XXXOT, Number 1, January, 1549, pp J8-40 Copyright 1949 By permission of 
Eric R Bentley 
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paratus of expression) The idea of a fourth wall which is imagined separating 
the stage from the audience, an idea that produces the illusion that the sta^c action 
is actually taking place without spectators, must of course be abandoned This being 
so, it is possible for the actors to turn directly to the audience 

Usually, as is well known, contact between audience and stage is established by 
means of empathy The conventional actor today concentrates so utterly on pro- 
ducing empathy that one can say, * He sees in it the principal goal of his art ” As 
has already been suggested, the technique of the A-effect is diametrically opposed 
to that by which empathy is produced The technique of the A-effect actually pre 
■vents the actor from producing empathy — at least to the usual extent 

In his efforts to portray people and show how they behave the actor need not 
do without empathy altogether He uses it to the extent that anyone without his 
tnonic talent or ambition would use it to present another man, that is, to show how 
he behaves Such ‘showing how other men behave happens every day in count 
less situations (witnesses of an accident report to newcomers how the victim be 
haved, jokers imitate a friend s comical walk etc ) without the people concerned 
trying to give their spectators any sort of illusion Yet they do feel themselves 
into other people in order to take on their characteristics 

The actor, then, will make some use of empathy But whereas at present the 
act of empathy is not completed till the actual performance, when the spectator is 
involved in the process, in Epic Theatre it will be completed at an earlier stage— 
in fact, at some point m the course of rehearsals while the role is still being learned 
Lest the actors interpret the people and events of a play in too impulsive, fric 
tionless, and uncritical a fashion, a larger than usual number of rehearsals must be 
held around a table The actor will eschew all premature living himself into the 
role and as long as possible will just read it (though not as one reads aloud to an 
audience) One important procedure is the memorizing oj first impressions 

In confronting his role, the actors attitude should be that of someone who n 
astonished and reststant He must carefully weigh, and grasp in all their special 
ness, not only the occurrence of the events in the story, but also the behavior of the 
person whom he is to represent He cannot take any of the events as ‘ given as 
something that ‘ couldn’t be otherwise,” that was to be expected from the nature 
of the character’ Before memorizing the words, he should memorize the things 
that astonished him and the ways in which he resisted them He must hold on to 
these centers of energy They belong to his interpretation 

In addition to what he does he will at all essential points seek something to 
intimate what he is not doing That is to say, he should play his part in such a 
way \Wi t/rit and olrit giKftzrA "poss-Mt damy, \\it ahmiavma V.v» yL-’J'- 0 ?. 
gives us an intimation of other possibilities, presents but one of the possible vanants 
He says, for instance I’ll make you pay for this" and he docs not say, ‘ I forgi' e 
jou ” He hates his children, and it is not the case that he loves them He is go^S 
down left and not up right What he does not do must be contained in what he 
does and brought into relief by it Hence all statements and gestures signtfy dec* 
sions The character is kept under control and tested Put it in terms of not this 
b it that — such is the formula 

The actor does not let himself be transformed into the man he presents so tM* 
nothing of himself is left He is not Lear, Harpagon, or the good soldier Schwetk 
he is "showing" them to an audience He brings their words forward, and that as 
genuinely as possible He indicates their way of living as well as his knowledge o 
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men permits But he does not delude himself (and therewith others) into the belief 
that he has completely transformed himself Actors will know what is meant here 
if one cites as an example of “acting without being completely transformed” what 
a director does when showing an actor how to perform a certain passage Such a 
director does not transform himself — since the role is not his He underlines the 
technical side of the business, and preserves the attitude of some one just making 
a suggestion. 

Giving up the idea of complete transformation, the actor brings forward his 
text, not as an improvisation, but as a quotation At the same time, it is clear that 
he has to render, in this quotation, all the undertones, all the concrete, plastic detail 
of full human utterance. His gestures, though they are frankly a copy (and not 
ipontaneous), must have the full corporeality of human gestures 

In this sort of acting, where the transformation of the actor is incomplete, three 
devices can contribute to the alienation of the words and actions of the person pre 
senung them 

1 The adoption of a third person 

2. The adoption of the past tense. 

3 The speaking of stage directions and comments 
The adoption of the third person and the past tense enables the actor to attain 
the correct, distanced attitude In addiuon, the actor seeks directions and comments 
on his text, and in rehearsal he speaks them (“He stood up and S3id angrily, for he 
hadn’t eaten . . " or, * He heard it for the first time, and didn’t know whether it 
was the truth” or, “He smiled and said in all too carefree a manner . ”) To speak 
stage directions or commentaries m the third person is to bring two tonalities into 
collision in such a manner that the second (the text proper) is alienated The act 
mg, also, is alienated in that it actually happens after being expressed m words, 
after being announced The adoption of the past tense places the speaker where 
he can look back at a statement The statement is thereby alienated without the 
speaker’s having to assume an unreal standpoint, for, in contrast to the listener, he 
has read the play through already and (from the end backwards, from the conse 
qucnceS backwards) can better judge a statement than the latter who knows less 
and is further away from (more “alien” from) the statement 

Through this threefold process the text is alienated in rehearsal and in general 
will remain so in performance. 

As to speaking of the lines, when the speaker addresses himself directly to the 
audience, he can and must vary his style — in respect to the greater or lesser signifi 
cance of his various lines. The way witnesses talk in court affords an example, the 
way they underline, insist on, what they say must be given a special artistic form 
If the actor turns to the audience, he must turn the whole wny He must not use 
the technique of the aside or the old time soliloquy To get the full A-efiect out 
of the verse the actor would do well to rehearse the content, for a time, m crude 
prose, sometimes together with the gestures that belong to the verse A bold and 
beautiful verbal architecture itself alienates a text. 

Gesture is a subject for further discussion, but it can be said here that feeling, 
when it is called for, should be brought out , that is, it should become gesture The 
actor must find a sensuous outward expression for the emotions of his role — an ac 
tion, wherever possible, which reveals what is gotng on inside The emotion con 
ccrned must come out, must be set free, so that it can be given shape and great ness 
Special elegance, strength, and charm of gesture ha\e the A -effect The Chinese 
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actor handles gesture in a masterly fashion In visibly observing his own movements 
he achieves the A-e fleet 

Whatever the actor renders by way of gesture and verse speaking must be ready 
and bear the stamp of readiness, finishedness, the stamp of rehearsal An impression 
of ease, which means an impression of difficulties overcome, must be given The 
actor must permit the audience to take acting — his own art, his mastery of techni 
cal problems — lightly With consummate skill he presents events as in his opinion 
they may have happened — or may yet happen — in reality He does not conceal the 
fact that he has studied all this any more than the acrobat conceals his training 
And he underscores the fact that this is his, the actors account, version, opinion 
of the events 

Since he does not identify himself with the man he presents, he can see him 
from a particular, chosen standpoint, can reveal his opinion of him, and bring the 
spectator, who also was not invited to identify himself with the character, to enu 
cizc him 

The standpoint thus assumed is that of social criticism By his arrangement of 
events and his interpretation of hts role, the actor gradually brings out those things, 
those traits, that belong to the social realm His performance thus becomes a collo 
quy with the audience — to whom he turns — about social conditions He induces the 
listener, according to his class to justify or change these conditions 

It is the aim of the A-effect to alienate that social gesture which underlies 
all events By ' social gesture is meant the mimetic and gestural expression of 
social relations between men in a particular epoch 

In recounting events for the benefit of society, in so ordering them that the key 
is placed m society s hands, a useful device is a written title for each scene Such 
titles must have a historical character 

This brings us to a decisive technical feature, of Epic Theatre, the ‘ histonfica 
lion of everyday life ” 

The actor must play the events of a play as historical events Historical events 
happen once for all and are over They arc bound up with particular epochs Peo 
pie s behavior in these epochs is not merely human and invariable It has special 
characteristics It contains things, as history proceeds, which are repeated, or could 
be repeated It is subject to criticism from the standpoint of the following epoch 
Constant historical development estranges from us the behavior of those born ear 
her Now, the actor has to assume that distance from occurrences and modes of be 
havior in the present which the historian assumes from occurrences and modes or 
behavior in the past He has to alienate these events and people in the same way 

Events and people of the day, of the immediate environment, seem rathei 
ural to us because we are used to them To alienate them is to make them stand 
out The technique of being irritated by customary, obvious, never questioned events 
has been carefully built up by science, and there is no reason why art should not 
take over so infinitely useful an attitude It is an attitude which, in the realm of 
science, resulted from a growth in human productivity In the realm of art, it result 5 
from the same source 

As far as emotion is concerned, experiments with the A-effect in the German 
theatre have demonstrated that even this kind of acting arouses emotions, if not 
the same emotions as those of the conventional theatre A critical attitude on the 
part of the spectator is a thoroughly artistic attitude The A-effect is not as unnat 
ural as it may sound 
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Obviously this kind of acting has nothing to do with ‘stylization’ as commonly 
understood The leading preference of Epic Theatre, with its A-effect which has 
the single aim of showing how the world works to the end that the world may be 
changed, is precisely for naturalness and earthiness, for humor, and for the renun 
nation of all the mysticism that still dings to the conventional theatre, a relic of 
bygone days 


ERWIN PISCATOR 

(1893 ) 

Descendant of a churchman who translated the Bible m the days of the Reform 
ation, Envm Piscator returned from the First World War with a conviction that 
theatre must be related to life After early directorial experiments, he came to 
the famous Volksbuehne where, from 1924 to 1927, Piscator vivified German theatre 
with his daring productions His social ideals and his complete espousal of theatre 
as a tribunal, theatre as a weapon, led to a split with the directors of the Vol\s 
buehne Piscator’s production of Schillers The Robbers, when he was guest director 
at the Berlin State Theatre, caused great excitement He then established his own 
theatre on Nollendorfplatz where he gave his startling Epic Theatre productions of 
The Good Soldier Schttei\ and Hop pi a 1 Such is Life Constructivist settings, belt 
conveyors, moving pictures, slides lectures, charts were all utilized to promote, in 
Piscator s words, the education of the audience even against its will 

With Brecht, Piscator is the outstanding exponent of Epic Theatre In his 
book Das Pohttsche Theater (1929) he chronicled the early days of the form With 
the other anti Nazi artists Piscator left Germany and came to the United States, 
where he directed Shavvs Saint Joan with Luise Rainer, A tng Lear with Sam Jaffe, 
and War and Peace with Dolly Haas and Hugo Haas He is Director of the Dramatic 
Workshop 

In the following essay written specifically for this volume, Piscator suggests an 
approach to the Epic Theatre style of acting which differs from that of Bertolt Brecht 

Objective Acting 

So you want to become an actor? First let me tell you a little story of what 
happened to a young actor not so long ago The young actor was no one but my 
self I was bardy seventeen It was my first contact with reality the war 

We have moved out into Ypres The Germans were beginning their spring of 
fensivc of 1915 It was the first time gas was used The English and the German 
guns both pounded against the comfordcss grey skies Our company was practi 
cally destroyed to the last man We had to have replacements We were contm 
ually shutded from the supporting trenches to the front lines As the first grenades 
fell the order was given to go over the top, advance, and dig in Whde the others 
succeeded in advancing I did not The commanding officer ran up to me shouting 
For God s sake, get going! I can tl I answered In a querulous tone he de 
manded to know what I had been before the war I replied, An actor 

Before all those exploding grenades the word actor which I had difficulty in 
uttering — this profession for which I had been fighting — my idea of the theatre, 
which had been for me the highest and most important goal I could strive for, 
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seemed so stupid, so ridiculous, so false and so inadequate to the situation I was in 
that I was less afraid of the grenades coming toward me than 1 was ashamed of 
having chosen such a profession. 

It was a little episode, but the impact of it has remained with me. From that 
time I wanted to rid myself of the feeling which I had experienced that art has 
nothing to do with reality and is not sturdy enough to help us to face up to it 
I base tried to find truth everywhere in order not to be ashamed of my profession 
I ha\c sought for it behind the fourth wall of the magical theatre of Max Rein 
hardt, behind the abstractions of the naturalists, in the open fields of the expres 
siomsts, and in the romanticism of the literature of pity i wanted to feel that art 
is able to deal with every situation and every problem, and that we artists are able 
to grow through it to such stature that we can deal with life I tried to create such 
a theatre and I found that it called for a new view on acting 

Let me take you into this theatre to participate in what I would call intro- 
ductory lessons m acting I will sit in the directors scat, which I occupy during 
rehearsals It is usually in the center of the audience Now sit down next to roe 
Think of me not as a director but as a man sitting in the audience — the man for 
whom you are going to play Tell me of your hopes and expectations concerning 
your play, and what you think the hopes and expectations ot the audience should 
be. Describe the composition of this audience you will play for Was it the same 
a hundred years ago? What makes it what it is this year — or as we assume it will 
be tonight? 

When you have explained all this to me, go slowly up to the stage Look 
around as you go — feel your way — be aware of your progress going up the stain 
Continue to talk to me as you are walking Say something— anything Speak 
about the evening, about the play, about the weather. Do you feel the gradual 
lift this hide walk up the stairs has given your whole personality? Yes, you have 
been lifted out of the audience, but jou have not been walking away from me. 
You and I — we arc the two poles in the theatre— the two partners, for the moment 
Don t lose your relationship with me because soon we will be building a triangle 
—you and l and an imaginary partner in the center of the stage Now you have 
arrived Approach the strongest point on the stage Where is it? Is it right, left, 
or center? Where do you feel yourself dominant? Go to the place where you fed 
yourself superior to me. 

Concentrate your whole attention on me Don’t forget that you base to con 
vince me not only of your presence, but of your existence Naturally you can turn 
away from me, but don t forget that I am always there, and that we can succeed 
xnh-j -as i MWA T fcm vs VV& without an vaiteme 'Whoever V«* vd/i 

that you can shut yourself off behind an imaginary * fourth wall ’ has misinformed 
you I am a part of your ‘case’ — the play — which you are going to present to roe 
and actively defend — with the same interest and the same passion with which I 
take part in it The more real, the more convincingly you play, the more you will 
have served your case — the actor convincing the audience — the more you will have 
rendered service to the cause of acting 

Whatever you do, your attention is and must be directed constantly toward 
the center of the theatre — toward me I know that this may sound quite confus 
mg because you have been taught that the center of attention lies in the center 
ot the stage Do you remember that charming story told by Stanislavsky? His stu 
dents couldn’t free themselves from the fear of the audience so he went up on tne 
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st3ge and pretended that one of them had lost the heel ot his shoe Everyone was 
immediately occupied with his shoes, and the reality which he introduced helped 
them to free themselves and forget the audience. This device really helped the stu 
dents to forget the audience and to lose the fears which every young actor ex 
penences 

Do >ou think such a device is necessary? I believe that such devices are un 
theatrical and as is true of every device, not absolutely honest You will have to 
make a terrific effort to convince me of the fourth wall and the as if philoso- 
phy which is supposed to induce the observer to believe completely m your sm 
centy 3nd to think, of you as completely natural Are we ever completely natural 
on the stage’ Done you begin immediately to speak much louder than in real life, 
even if you are alone in one room on the stage? If you are only an arms length 
from your partner why are you screaming at him while confessing your most in 
innate feelings’ Think of all the queer positions you assume Dont you always 
strive to prevent yourself from, being hidden and not to hide your partner? Do 
you really believe in the painted tree behind you or in the deadly charge of the 
gun which you point at anothec human being? Why this make believe, if you 
reallv think that you are all alone on the stage, shut up between four walls, and 
that there is no audience to be convinced? It is not true that your center of attention 
is in the center of the stage Since you are playing for an audience the center of 
sour attention must be expanded forward to the center of that audience. You know 
that and the audience knows it too Recognizing this we can proceed to the next 
point. 

You have a mission Your mission is to emertain me and while you are enter 
taming me you also have to be my teacher My curiosity grows with the interest 
you awaken in me and deepens my desire to learn with the same intensity not 
only about you but about the miracle of the world you introduce to me. Don t de 
ccivc yourself into thinking that you can exclude me I can be jour friend or your 
enemy, but I can never be non-existent. In the two hours of performance, if you 
can make me jour student you have succeeded 

With this understanding of the actors technique m relation to the audience, 
we can start to think of the actor in his relation to the other actors You know 
that even when you find yourself alone on the stage speaking a monologue, you arc 
m reality not alone ^ou couldnt play jour part all by yourself You are sur 
rounded by the presence of the other actors — your partners — even if they are, at 
this particular moment, not on the stage You exist through them as much as 
through or by yourself Without their revelations about you — without their rela 
Uonships to you — the audience would have a very feeble impression of your char 
actcr This i$ logical, but I assume you have very often heard that you must find 
yourself and your character within yourself, in a sort of splendid isolation You 
can never find yourself before you have learned how to react to youc partner 
In order to find yourself you must go out of yourself lou will say that from re 
acting to acting is only a hide step forward Yes — but a very decisive one. Your 
re action is spontaneous It comes out of your sincerity without which you would 
not be creative But this re action is passive and has to be set in motion to become 
action, which in turn gives your character the sense of reality 

Now we begin a new attack 'iou, the actor, in relation to yourself your body, 
your voice your part in the play I know you will tell me that to have a sponta 
neous rc action you need your fourth wall • — you need to forget me, the audience 
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I don’t think you do To me it is always scry embarrassing when I see the eye of 
the actor gliding o\cr the heads of the audience, ns if wc weren’t there at all I am 
e\en a little ashamed of such behavior because it seems humiliating for the actor 
He loses contact with the audience and places himself in a false and inferior posi 
tion See how the situation changes immediately when his eye meets the audience 
The whole stage seems to come alive Through the directness of that glance, a truth 
establishes itself between the actor and the audience and brings back a vital contact 
and a greater reality of the action 

A word about reality of action How different is the reality of a play by Chek 
ho\ or Ibsen, and a musical by Gershwin, Weill or Rodgers and Hammcrsteinl 
There ire different methods to achieve reality in the theatre Subjective and ob- 
jective acting are two methods of creating a character from life upon the stage. 
By objective acting I don't mean the histrionic and self-conscious acting of some 
fifty years ago which catalogued every emotion 1 dont mean either, the new tech 
mque of acting advanced by Brecht, which he calls ‘ Verfremdung' ( 4 alienation' ) 
Objective acting grew out of stage experiment. 

For example, after the war, without any money, I tried to play before an au 
dicnce of workers on a very empty stage What could we do to give that empty 
stage the background necessary to the play? We put up little projection screens 
on which to paint a background Soon we found that the stage was wonderfully 
suited cither to enlarge or dimmish the background We gave the necessary com 
mentanes just by giving the year or the events at the opening of the story These 
commentaries created a very direct relationship with the audience In fact, it pleased 
the audience to become associated with the people on the stage and thus make the 
theatre really their own, with a particular style which also was the style of that par 
ticular play, and not meant as a new technique for technique’s sake It was a way 
to express ourselves primitively within the means at our disposal, a way to be under 
stood That was all vve wanted Curiously enough, this experiment gave the actor 
a new sort of freedom Everything which was untrue and which he had acquired 
during the years he had considered his profession a romantic one, fell ofi He 
threw it off, being aware suddenly of new possibihucs, being faced with the fact 
that he could be himself and at the same time a related part of the whole These 
experiments of the post war years were by no means an attempt to create a new 
form of art or to declare a revolution against the accepted or existent forms of the 
theatre It was as natural as our new reality of life It wasn’t Expressionism— it 
wasn’t a new formal theatre It was exactly the sort of theatre that came out of the 
people of that particular time 

Later, with more money, I had greater possibdmes and a bigger theatre I '' as 
able to find new stage designers and engineers and to free the theatre technically 
(The Arena stage, Gropius, the Total Theatre, the treadmill, and the turntable) 
Thus, a new free style for the actor had become a fact What was an experiment 
has become a method I called it the Epic Theatre 

The Epic Theatre, of course, required a new actor I could no longer use the 
classic declamatory actor — in love with his voice and uninterested in what he said, 
but only in how he said it Neither could I accept the Chekhovian actor, hypn° 
tizmg himself behind the “fourth wall ” It is Brecht’s contention that Stanislavsky 
has shot his bolt and that we need a new kind of acting which estranges the events 
being presented on the stage from the spectator and makes the audience assume an 
inquiring and critical attitude toward the play Brecht was right when he aske 
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that the action should be set before us rather than involve us by means of empathy ” 
But Brecht formulated ‘ alienation ’ on the basis of Oriental classical theatres, thus 
romanuctztng the concept I agreed that the ‘ alienation” idea would make use of 
our intelligence and bring us into closer contact with the facts I, however, wanted 
to get hold of the complete human being I will only separate intelligence and 
emotion so that I can unite them again on a higher level If we want an intelli 
gent audience, for whom the theatre is more than mere entertainment, we have to 
break down the ‘fourth wall ’ on the stage The film has done it long ago We 
don t want the modern actor improvising his emotions behind the ‘ fourth wall,” 
but we want hun to give us commentaries on these emotions — playing not only a 
result but the thought which created the result We want to see the roots and not 
the fruit alone, the seed and not the plant alone To do this, the modern actor 
needs a superior control so that he will not be overcome by his emotions He needs 
what I have called ‘the new objectivity * 

Painters, musicians and writers know about that objectivity without vvhtch no 
real artistic work has been created They have it much easier, of course, than the 
actor, who is object and subject at the same time. The actor is the instrument, he 
is the brush, the paper, the clay Schopenhauer describes this objectivity very 
dearly * Nobody is ever able to look at his own picture in a mirror with the look 
of alienation,’ which is the primary requirement of objectivity The true objective 
look is, in the last analysis, possible only through the moral egoism of a deeply felt 
’non I making it possible to see all the shortcomings, without any reservations, the 
picture as it is, really faithful and true ” 

The mirror in the case of the actor if the audience But the faithful and real 
picture can only be created by both actor and audience You the actor become the 
mirror in which the audience can see themselves It will be your duty to help them 
to come to the right condusions and to destroy the untrue and flattering picture 
of the I The audience as your mirror, my actor, and you as the mirror of the 
audience! 

The stage itself will be of hdp to you m creating this new objectivity For 
example, when I separated the Globe in Rasputin — that is, the stage — into segments, 
used documentary films, and projected a commentary on the historical events on the 
side walls, the stage itself helped the actor to achieve a new reality, a new ob- 
jectivity All the modern scenic inventions which I used created a new dimension 
for the actor 

But I see you hesitating, afraid and a hide dejected I think I know why You 
want to ask me about the sorcery, the mjstery, the atmosphere and the casting of 
the spdl, the illusion and the trance which make the theatre a magic box so de 
lightful to the actor Should we do away with all this by asking the modern actor 
to reach out for objectivity? Should he give up his subjective life which makes him 
an integral emotional part of the events? No, by all means, no! The more ob- 
jective he becomes, the more he succeeds in reaching the highest personal (sub- 
jective) form The bold and beautiful architecture of a monologue adds to the text. 
Subjective and objective acting united produce the highest form of acting You can 
see it, for instance, in the work of Laurence Olivier Let me repeat it once more. 
When I speak about the new objective acting, I don’t mean the cold routine of 
the standard theatre. I don’t mean the dreadful result of the commercial theatre 
which lowers the artist and makes him a poor automaton — makes him an inter 
preter instead of a creator — at the best a craftsman, not an artist Only the creator 
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u important in the actor, not the craftsman, not the artisan Without the creator 
these are nothing 

But where is the modern stage where we can use such modern acting? Does 
it exist? You are right to doubt it Neither in London, Pans, Moscow nor New 
York, is there a modern theatre which corresponds to our modern life — a modern 
theatre which uses the means we ha\c developed and is acquainted with the newest 
intentions of our day The modern theatres we have are the films, the radio and 
television But there is still hope for the old magic box — the theatre We can change 
it We can open its bolted doors, break with obvious and customary techniques 
destroy the one set theatre Wc can bring m everything that science has created 
from the growth in human productivity We can stop the little magic lantern fot 
all the grown up children and make a telescope out of it 

That is what I think the Epic Theatre and its actor can do This new ob- 
jectivity will not create a new formalism or orthodoxy On the contrary, it will 
free the theatre from frozen forms Primitively seen, the Epic Theatre pros ides 
the old fashioned theatre box with a new vista, a new article — Space — and it pre- 
sides the actor with a new freedom He has been tightly imprisoned for three ccn 
tunes between the wings of the picture frame theatre Now he can move again on 
simultaneous stages, as in the Shakespearean theatre, he can use the half and full 
arena, as the Greeks invented them, he can walk into the audience like a close up 
in the films You cannot ask the modern man who can fly around the world »n two 
days to sit patiently for tuo hours and look at one set It is as though we would 
confine ourselves to a Victorian room and read by candlelight I 

Tins new theatre will gi\e the actor new dimensions-dimensions accentuated 
by the moving stage, the turning and lowering of whole segments of the stage 
(An example of this, primitive as it was, was seen in my production of The Good 
Soldier Schti et\ ) These dimensions will not be frustrating or mechanical for the 
actor, but will be as natural and necessary as the ones in real life Think of all 
the machinery which modern man uses for his comfort — uses freely and without 
frustration 

The Epic actor will be a sort of narrator I don’t mean by this the narrator 
who remains downstage and addresses the audience directly Even such formal 
addresses and commentary, if he knows how to lose himself in the character at 
the same time, are possible When he strolls over the stage m the most casual way, 
he will still be acting as a kind of guide, who knows every one of the pictures he 
is showing He will be the conductor who, knowing every note of each instrument, 
will bring out each voice, and, at the same time, bring out the unity of the com 
position The clarity with which he approaches his subject and communicates n 
has to convince his partner on the stage and me, the third partner in the audience. 
This Epic actor is no longer a copy of a character, hut assumes human proportions 
becomes three dimensional He has many partners He will make the set lus part 
ncr He will make it another actor, or a commentator, as he needs it— and he tf 
himself both actor and commentator The same thing will happen to the P ro PT 
the prop, which certainly is no longer mere support, hut is a plastic detail of »■» 
human utterance. 

It is interesting that actors whom I would qualify as great, and who insure* 
nely play Epic Theatre, are also directors To mention a few Laurence OhvK r 
fcan Louis Barrault, Louis Jouvet So was Mohcre and so was Shakespeare These 
great actors can comment on important philosophies m a special monologue or* 
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moment and in the next relieve the audience from this seriousness with a relaxing 
smile A. minute later they divert the audience, introducing certain devices neces 
sary to the plot, making them laugh or cry, according to the function of that mtn 
ute. Wtth one word — they play a human being, alive, and play a situation which 
is alive — in which they, as well as the audience, are equally interested They act 
with the knowledge that life is more important than the play — but that at the same 
time, it is understood that at the particular moment, there is no more dignified 
example of life than this particular slice of life m this particular play It is the 
fimteness of the theatre versus the infiniteness of life. 

In this unity of reason and emotion — of spirituality and affection and sensa 
tion — the actor will discover his creative genius for the stage — the art of acting 
Through the union of objective acting with the subjective action, he will be not 
merely an object m the hands of the playwright, but a creator By objoettvrang 
himself he becomes a subject— and being governed by both he becomes alive 
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X. ENGLAND AND IRELAND 

The Vicissitudes of Realism 


Despite changes in style and histrionic theory, acting in England from 1660 
to the beginning of the nineteenth century was part of one continuous tradition. 
The natural acting of Macklin did not precipitate an era of realistic playing, and 
the modifications introduced by Garrick did not essentially change what we ha\e 
come to call the “grand manner” in acting Although the morality and sentunen 
tality of the growing middle-class influenced the content of eighteenth century 
drama, the basic form of popular plays remained unchanged As long, therefore, 
as tragedy remained a poetic presentation of noble, high flown sentiments, and 
comedy a pattern of upper-class manners, acting rested within the confines of elo- 
cution, standardized gesture, and heightened character creation Only with the 
upsurge of industrialism and democracy during the nineteenth century did a new 
dramatic form evolve and a new style of acting gradually replace the traditional one 
Important shifts m the composition of the audience, changes in the architec 
ture of the theatre, and improvements in scene design accelerated the evolution m 
acting that occurred during the nineteenth century Gradually the vigorous, colorful, 
somewhat rowdy audience of the late 1700's was replaced by polite, respectable the 
atre goers Through the efforts of high minded actors like William Charles Ma 
cready, prostitutes and gamblers were expelled from the theatres Violent demo- 
cratic struggles, such as the riot for Old Prices at Covent Garden during Kemble’s 
reign, gave way to a propriety which took its cue from Queen Victoria This politer 
audience moved to the front of the theatre to sit in stalls which replaced the numer 
ous backless benches of the pit The actor was now faced by spectators capable of 
enjoying quieter theatrical effects which would have bored the old ' pittites ” 

Physically the theatre was transformed Little by htde the apron disappeared, 
the proscenium became a frame within which the scene was played, gas lighting 
replaced candles and provided the opportunity for more elaborate scenic effects 
Realism invaded the scene with the appearance of the boxed set containing sides 
and ceiling, real doors, and genuine properties Historical accuracy in costuming 
and settings became the hallmark of the big gala productions of the era. Scholarly 
interest in stage production initiated by John Philip Kemble early in the century 
was carried on by Macready and by Charles Kean (1811 1868), who was almost 
archeological in his interest, and culminated in the spectacular productions by Henry 
Irving and Beerbohm Tree (1853 1917) at the end of the century. 

Although the great actors still made their mark in Shakespeare and eighteenth 
century comedy and sentimental drama, the old repertory was diminishing m it® 
portance Contemporary plays, the native and French melodramas so characterise 
of the period, and the faded poetic tragedies of Bulwer Lytton and Sheridan 
Knowles were in ascendance The first half of the century probably produced the 
most undistinguished dramatic writing in the history of the English stage From 
the mid sixties on, however, the beginnings of a new direction were felt in the 
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scripts of Thomas William Robertson (18291871) Realistic drama was beginning 
its march towards supremacy 

Although the nineteenth century witnessed the decay of the old acting tradition 
and the emergence of a new mode of stage performance, it was, like its predecessor, 
a century of actors In many ways it was the era of the "star ” The first decades 
of the 1800 s opened with the celebrated members of the Kemble family still dom 
mating the theatrical scene Sarah Siddons filled audiences with awe at her majestic 
tragic performances John Philip Kemble, statuesque and dignified, played and 
managed the productions at Covent Garden But Mrs Siddons retired in 1812, 
and John Kemble gave his farewell performance in Conolamts in 1817 With their 
retirement, classic, traditional acting of the so-called " teapot school began to dis 
appear from the stage The meteoric appearance of Edmund Kean m 1814, wrote 
Leigh Hunt, hastened Kembles resignation from the stage His day was over, for 
Kean, the erratic theatrical genius, represented the romantic movement as it found 
expression m acting He was hailed by the romantic critics Leigh Hunt and William 
Hazlitt Against the style of Kemble, whom Hunt described as external and arti 
ficia!,' Hazlitt extolled the stamp and freshness of Nature ’ m Kean 

The romantic violence, energy, and variety m both speech and action which 
marked Keans acting was widely and assiduously imitated The defects of his 
style, the excessive energy followed by uncalled for languor, his hoarse voice and 
unique vocal interpretations, although criticized even by his admirers, were adopted 
by many lesser actors The physically energetic aspects of Kean’s style had been an 
ticipated by George Frederick. Cooke (1756-1812), who with Kean influenced the 
American Edwin Forrest Keans style was also imitated by Junius Brutus Booth 
(1796-1832), whose sons achieved both fame and infamy in the United States 
Despite the fact that Kean’s acting had destroyed the Kemble religion” for some, 
there were many followers of the Kemble school throughout the first half of the 
century In the lighter roles of Mercuuo, Laertes, or Cassio, Charles Kemble (1775 
1854) maintained the niceties of his brother His daughter, the charming Fanny 
Kemble, indulged in dance postures and imitated unsuccessfully the drawn-out 
pronunciations of her great aunt, Mrs Siddons Charles Mayne Young (1777 1856), 
a protege of John Philip Kemble, continued to work in the tradition of his master 
Although she had some of the warmth of the new romanuc acting, Miss Eliza 
O Neill (1791 1872) recalled the Siddons’ tradition 

If we may say that the Kembles, especially John Philip, harked back to the 
acung of Quin and Barton Booth, and Kean perhaps to Macklin and Garnck, Wil 
Uiw. Chicles, Maccea/hj etuadefred tbuse. twa uzd'Anons, zwi zdded a. vrM ele- 
ment which became more and more characteristic of acting as the century pro- 
gressed In scholarly attitudes and gentlemanly pretensions Macready, the new 
idol, recalled Kemble, but his violent \ariauons in speech and gesture took some- 
thing from Kean His original contribution, however, was the infusion of domes 
tic touches into high tragedy Hazlitt noted that ‘Mr Macready, sometimes, to 
express uneasiness and agitation, composes his cravat, as he would in a drawing 
room This is, we think, neither graceful nor natural m extraordinary situations ' 
To Hazlitt his playing was natural, easy, and forcible. Indeed, wc suspect some 
part of it were too natural .’ His leveling down of high sentiment to the man 
ncr of the Victorian drawingroom presages the direction both drama and acting 
were to lake later in the century 

These developments tn acting and drama, which moved toward the incrcas 
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ingly domestic and melodramatic, coincided with changes in theatrical conditions 
In 1843 the long standing monopoly of the two patent theatres, Drury Lane and 
Covent Garden, came to an end The spirit of freedom of enterprise invaded the 
theatre Trom then on legitimate drama was no longer the sole property of the two 
patent houses but the stock in trade of all the theatres Although Kemble, Kean 
and Macready had done almost all of their London playing at either Drury Lane 
or Covent Garden, the fortunes of these two houses had been steadily going down 
hill Their great size (both had been enlarged at the turn of the century) made 
them commercially unprofitable and unsuitable for the increasingly intimate acting 
that was developing After 1843 Cosent Garden became an opera house, and Drury 
Lane continued a precarious existence occasionally playing Shakespeare but more 
frequently exhibiting such pieces as Uncle Tom's Cabin 

During the last years of the patent houses important movements toward real 
ism were being made in the so-called illegitimate houses where one of the early 
actress managers, the lovely Madame Vcstris (Eliza Lucy Bartalozzi, 1797 1856), 
later the wife of Charles Matthews, was carrying realism into comic burlesques 
After 1843 many of the old minor theatres came to the fore to raise the standard 
of fine drama Samuel Ph<*lps (1804 1878), formerly an actor under Macready, 
mounted a number of notable Shakespearean productions at the Sadler’s Wells, a 
theatre in a bad neighborhood Edmund Kean’s son, Charles, unable to success 
fully reproduce the impassioned acting of his father, provided the Princess Theatre 
which he managed, with excellent, historically accurate Shakespearean productions 
The Haymarket Theatre, the best of the older minor houses, became the most 
fashionable theatre in London Under the management of Benjamin Webster (1789 
1882) and John Baldwin Buckstone (1802 1879), this house became notable for 
comedy with realistic overtones It was at the Haymarket that Macready made hi* 
round of farewells to the stage in 1850 Here, too, many American artists played 
the Cushman sisters, Mrs Mowatt, E L Davenport, James Hackett, and later Edwin 
Booth The Haymarket housed the phenomenally successful production of Our 
American Cousin, m which Edward Askew Sothern (1826 1881), as Lord Dun 
dreary, set a new mode of eccentric comedy characterization The increasing num 
ber of legitimate theatrical houses enabled actors to move from one theatre to an 
other, presenting their special roles and interpretations wherever they performed 

The pioneering of Charles Fechter (1824 1879), Dion Boucicault, Mme Vcstris, 
E A Sothern, and Charles Mathews (1803 1878) paved the way for the Bancrofts 
and Tom Robertson, who together formed the first significant realistic theatre group 
in London 

From ‘uit sttsh. xfi itrAYsm m Wrlesqaes, mrioiramas, ani scrftmvtTAal oicne 
dies, Tom Robertson, as actor, director, and most important as dramatist, produced 
a native realism At the Prince of Wales Theatre Robertson did more than provide 
Mane Wilton Bancroft and Squire Bancroft with plays, he imparted to them as 
actors the same qualities that he was trying to achieve in his writing John Hat* 
(1844 1921), one of the actors with the Bancrofts, wrote of Robertson “As nature 
was the basis of his own work, so he sought to make actors understand it shorn 
be theirs He thus founded a school of natural acting which completely revolution 
ized the then existing methods, and by so doing did incalculable good to the stage 
Although Robertson was the first to turn to the life around him for his plays, 
“cup-and-saucer” comedies, eminendy suited to the talents of the Bancroft gf° u P 
touched only the surface of life with their humorous realism 
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Commercial theatre m the last decades of the nineteenth century focuses 
chiefly on the figure of Sir Henry Irving, who brought his brilliant individuality 
to the playing of Shakespeare and melodrama Under his direction the Lyceum 
Theatre became the home of productions unsurpassed for excellent acting, staging, 
scenery, costumes, and music In addition to the charming Ellen Terry, Irving had 
in his company at various times Johnston Forbes Robertson (1853 1937), considered 
the Hamlet of his day, the romantic William Terriss (d 1897), John Martin Har 
vey (1863 1944) and others 

Sir Herbert Beerbohm Tree, another of the era’s actor managers, staged produc 
Uons with an extravagant superficial realism that surpassed Irving’s efforts Sir George 
Alexander (George Samson, 1858-1918), formerly an actor with Irving, but more 
receptive to contemporary playwrights than Irving, also belonged to this essentially 
nineteenth century group of actor managers These men were the last exponents of 
lavish, historical spectacles Their acting was a composite of the mam currents of 
nineteenth century histrionics — the emotionalism of Kean, the domestic refinement 
of Macready, and the surface realism of the Bancroft school They applied their 
art to plays of Shakespeare, now waning m popularity, as well as to the new plays 
of Sir Arthur Wing Pinero and Henry Arthur Jones Excellent as these men were, 
their methods brought the dangers of superficial extravagance, long runs, and 
actor manager dominauon 

Revolt against commercialism and artificiality in England centered largely 
around the plays of Henrik Ibsen Shocking and unacceptable to both the respect 
able theatre public and the big managers, Ibsen s plays, penetrating far beneath the 
gentlemanly realism of the English stage, were performed by individual crusaders 
Janet Achurch (1846-1916), Charles Channgton, Elizabeth Robins, and others 
With Ghosts in 1891, Jacob Thomas Grein (1862 1935) initiated the Independent 
Theatre, kindred to Antoines Theatre Libre George Bernard Shaw, whose first 
play, Wtdouers Houses, was produced by Grein, officiated as the high priest of 
Ibsemsm His comments on the acting in Ibsens plays at that period suggest that 
the refined, native realism was inadequate for the interpretation of the dynamic 
Ibsen 

Although the Independent Theatre expired m 1897, having launched Shaw, 
produced Zola, and sponsored a visit of Lugn£ Poes Theatre de l Oeuvre, it was 
the inspiration of the numerous independent, experimental movements that fol 
lowed The Incorporated Stage Society, one of die earliest Sunday Societies, 
produced the plays of Shaw, Ibsen, and Granville Barker Harley Granville Barker 
went on to direct his simplified, experimental productions at the Court Theatre and 
at the Savoy The older Elizabethan Stage Society, under William Poel (18p2 
1920), produced Shakespeare under simulated Elizabethan stage conditions Sir 
Philip Ben Greet (1856-1936) organized a group to tour in Shakespearean produc 
tions, and Sir Frank Benson, rejecting the facsimile scenic presentaUons of Irving 
and Tree, re-established the repertory system using modest decor The Phoenix, 
The Pioneers, The Play Actors Society, and many other groups continued the ex 
pcrimental tradition of the Independent Theatre 

Following the ideas that inspired the symbolist poets and dramausts and ger 
minated the theories of theatrical synthesis advocated by the Wagnerian Adolphe 
Appia, Edward Gordon Craig, son of Ellen Terry, called for imagination and 
beauty in the theatre Although Craig exerted his influence largely on theatrical 
design and production, he wanted most to release the imaginauon of the actor Not 
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unlike Craig was the Irish poet William Butler Yeats, who tried to establish a po- 
etic, symbolist theatre m Ireland He failed in this aim, but succeeded in aiding 
the development of the popular realistic Abbey Theatre, which produced a core of 
fine Irish actors and provided a theatre for the plays of John Millington Synge and 
Sean O Casey 

In the twentieth century theatre and acting in England as elsewhere arc part 
of an elaborate network of numerous commercial theatres, experimental repertory 
companies, and interesting semi professional and amateur groups Many of Eng 
land s great actors received their training with the independent groups begun at the 
turn of the century To those already mentioned must be added the phenomenal 
Old Vic, reformed from an old, vulgar, degraded theatre by Miss Emma Cons and 
her niece Lilian Baylts to the home of Shakespeare and opera in English, Here 
Sybil Thorndike, Edith Evans, Tlora Robson, John Gielgud Laurence Olivier, Ralph 
Richardson and Maurice Evans achieved their fame Rccendy the Old Vic has be 
come a unit of England s subsidized theatre Also with Sir Barry Jacksons Bir 
mingham Repertory Theatre, his Malvern Festival, and now at the Shakespeare 
Memorial Theatre m Stratford, actors of note have learned their art 

Most of the actors whose names appear in the annals of English theatrical hu 
tory from the beginning of the nineteenth century to the present have recorded 
their theory and practice Although rcmtmsccnccs and memoirs like those of the 
eighteenth century figures persist, the actors more and more reveal a conscious in 
tcrest in themselves as artists To their comments must be added the words of dra 
matic critics— Hunt Hazlitt, Lamb, Lewes, and later Shaw— who perfected a pen 
etraung analysis of acting 

In the last century, acting manuals, such as the anonymous Thespian Preceptor 
Henry Siddons Practical Illustrations of Rhetorical Gesture and Action and Gus 
tave Garcias The Actors Art largely followed the lead of their eighteenth century 
models in prescriptions for the exact gesture, grimace, and stance for each dramatic 
passion It is interesting to note that Aaron Hill s The Art of Acting was re issued 
and rc adapted to serve the new century But the actors themselves ana »iu« 
critics were searching for the illusion of reality on the stage Fidelity to the surface 
of everyday life became more and more the ideal Characterization built up with 
realistic by play gradually replaced elocution and standardized gesture Although 
William Archers study of the actors emotion in his playing (blasts or Faces?) 
was based upon an eighteenth century controversy, the problem assumed new im 
portance for actors devoted to realistic playing Archer himself wrote on one occa 
sian Character acting which may be defined as mimetic realism, the minute and 
unconventional reproduction of observed tdiosyncracies, is to be regarded as the 
distinguishing feature of this period 

At the end of the century the area for acting seemed to narrow as the margin 
for broad characterization in poetic drama and eighteenth century comedy was con 
fined by the realistic delineation of individual personality Along with an awareness 
that the new dramas demanded a new style of acting grew the complaint that rea 
istic performances lacked fire and imagination In 1896, the critic of the Athenaeum 
wrote of Henry Irving s acting in Richard III that the actor offered a polished pre 
sentment of Court manners in which nothing offends and all is artistic and as 
nearly as possible real Where, however, is tragedy? It is gone Richard III is fl0t 
now a tragic role It is what is conventionally called a character parti The same 
commentator found fault with Forbes Robertson s Macbeth in 1898 Our actors in 
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tragedy now 'speak, in a monstrous little voice,’ are most courteous and well bred 
and loth, apparently, to do anything that might not decently be done in a modern 
drawingroom Pleased as we are, however, we have ceased to be thrilled To 
our pursuit of the beautiful we are sacrificing the terrible and the grotesque 
His performance is beautiful and noble Are we unreasonable that we want to be 
appalled? 

To satisfy these needs, Craig and Yeats turned to symbolism and poetry, while 
others turned to the probing realism of Ibsen These revolts, imposed upon nine 
teenth century traditional refined realtsm, provided the groundwork upon which 
the twentieth century has built its eclectic histrionic art English theatre and films 
have an unusual array of outstanding actors, especially notable in performances of 
carefully chosen repertory, ranging from Sophocles to Chekhov, with particular devo- 
tion to the English classics In the vigorous and unique interpretations of John 
Gielgud, Sir Laurence Olivier, Sir Ralph Richardson, Peggy Ashcroft, Sir Cedric 
Hardwicke Michael Redgrave Alec Guiness, and Robert Morley, can be seen the 
diversified styles of a contemporary theatre rooted in a venerable tradition 


EDMUND KEAN 

(17871833) 

With Betterton, Garrick, and Sarah Siddons Edmund Kean ranks as one of 
the geniuses of the English st3ge During his short period of triumph from 1814 
when he made his debut at Drury Lane as Shylock, to the middle of the twenties 
when dissipation and ill health hurried his decline he provided audiences with in 
spired performances that made his acting the acme of histrionic art 

The details of his tragic life have been retold many times Of uncertain pa 
rentage, Kean, given the name of Carey, appeared on the stage in the role of Cupid 
when he was about three years old He had some schooling but until his triumph 
in London his life was one of great poverty and unhappiness, replete with the anxi 
cues of the poor strolling player Acting reciting, giving imitations and performing 
feats as a tightrope walker, he played throughout Great Britain He was develop- 
ing his personal, emotional skill despite the disadvantages of a small figure and an 
inadequate voice when the theatre was dominated by the statuesque dignity of John 
Philip Kemble, and the furor of Master Betty (William Henry West Betty, 
1787 1861) Once he performed opposite the great Siddons who thought that he 
played well, but was too small a man to amount to much Finally in 1814 he was 
given his chance at Drury Lane and chose Shylock as his first role His success 
was immediate A new star and a new mode of playing took their place on the 
London stage 

The freshness of Kean’s interpretations, his energy and violence of emotion m 
contrast to the cold postures and recitations of John Philip Kemble, made him the 
ideal of the romantic temper His playing gave expression to ideas harmonious with 
those of his contemporaries Byron, Shelley, Wordsworth, and Coleridge who said of 
him To see Kean was to read Shakespeare by flashes of lightning Byron wrote 
in his diary. Just returned from seeing Kean m Richard By Jove, he is a soul! 
Life, nature, truth without exaggeration or diminution ’ 

For the student of histrionic development the companion of Kemble and Kean 
made by Leigh Hunt, the romantic enue, is extremely enlightening not only for 
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the contrast of the men but for the explicit recognition that both Kemble and Kean 
belonged to an era that considered tragedy and common life completely divorced 
* We believe it was the opinion of a great many besides ourselves that Kean did 
extinguish Kemble at all events, we hold it for certain that Kean hastened his going 
out- Garricks nature displaced Quin's formalism and in precisely the same 
way did Kean displace Kemble It was as sure a thing as Nature against Art 
or tears against cheeks of stone 

We do not deny a certain merit of taste and what is called classicahty’ to John 
Kemble He had one idea about tragedy, and it was a good one, namely, that a 
certain elevation of treatment was due to it, that there was a dignity, and a percep- 
tion of something superior to common life which should justly be regarded as one 
of its constituent portions Everything with Kemble was literally a personation 
It was a mask and a sounding pipe It was all external and artificial 

The distinction between Kean and Kemble may be briefly stated to be this 
that Kemble knew there was a difference between tragedy and common life lui 
did not know in what it consisted, except in manner, which he consequendy car 
ned to excess, losing sight of the passion Kean knows the real thing, which u the 
height of the passion manner following it as a matter of course, and grace being 
developed from it in proportion to the truth of the sensation as the flower issued 
from the entireness of the plant, or from all that is necessary to produce it Kemble 
began with the flower, and he made it accordingly He had no notion of so mete 
gant a thing as a root, or as the common earth, or of all the precious elements that 
make a heart and a life in a plant, and crown their success with beauty 

It was m violence, energy, and strain that Kean succeeded Hazlitt said of him 
Kean is all effort, all violence, all extreme passion, he is possessed with a fury, a 
demon that leaves him no repose, no time for thought or room for imagination 
In another place Hazlitt said, Mr Keans acting is like an anarchy of the passions 
in which each upstart humor, or frenzy of the moment is struggling to get violent 
possession of some bit or corner of his fiery soul and pigmy body ’ In physical 
emotionality Kean was probably not unlike George Frederick Cooke, an actor who 
had played with Kemble and Siddons but whose style differed from theirs To this 
school of physically intense acting Gustavus V Brooke (d 1866) and the American 
Edwin Forrest belonged 

The emotionally intense actor is usually thought to be the spontaneous actor 
who relics not on artistic, careful preparations but on the inspiration of the mo- 
ment On one occasion Kean complained to the widow of David Garrick of the 
mistaken notions of the critics in their notices, ‘ These people don t understand 
iheir business, they give me credit where I don t deserve it, and pass over passage 
on which I have bestowed the utmost care and attention Because my style is easy 
and natural they think I don t study, and talk about the ‘sudden impulse of genius 
There is no such thing as impulsive acting, all is premeditated and studied before 
hand A man may act better or worse on a particular night, from particular at 
cumstances, but although the execution may not be so brilliant, the conception is 
the same ' An impression of the studied manner of Kean during one of his Amer 
lean tours was given by the Philadelphia critic, Betterton,’ whose comments on 
Kean, printed here, indicate some of the weaknesses of the artists style Vioicn 
variation in voice, pauses, gesture, and grimace became the obvious earmarks of the 
Kean method A contemporary criticism, quoted by Alan S Downer, in his swof 
of 19th century acting Players and Painted Stage, noted of Kean He raves, n e 
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croaks, he storms,” and suggested that his action was ‘ but a dancer’s feat.” 

At his height Kean acted with an emotional power that, from all reports, must 
have been prodigious When he played Sir Giles Overreach (A New Way to Pay 
Old Debts), one of his best characterizations, both spectators and fellow actors 
were said to have fainted from the overwhelming power of his acting A content 
porary periodical writer said of his performance m this role that it “is, without 
doubt, the most terrific exhibition of human passion that has been witnessed on 
the stage ” 

Junius Brutus Booth, who was said to have imitated Keans sty lc, was brought 
to play opposite Kean as Iago in Othello Kean’s triumph on that night was so 
complete that Booth refused to play the second evenings engagement with him 
It is interesting to note that Kean’s success was just as great when he played Iago 
to Ira Aldridge’s Othello 

III health, dissipation, and scandal finally broke Kean His performances m the 
years before his death recaptured the fire in brief passages only and sharpened some 
of the defects of his style — the excessive contrasts of energy and languor and the 
lengthy pauses A broken man when he died, Kean nevertheless had succeeded in 
freeing the stage from some of the artificialities of the Kemble school 

Kean had little to say about his art His estimate of acting appears indirectly 
man account which follows of an interrogation by philosophers and critics whom 
he met in Edinburgh One oLhis biographers, Harold Newcomb Hillebrand, says 
“Kean lives not in his own words, but in those of Tieck, ‘Betterton’ of Philadel 
phia and William Hazhu.’ He cues the reviews of ‘Betterton,” whose identity is 
unknown, “as a summary of Kean which is not only the best American criticism 
I have seen but one of the most valuable descriptions of that actor’s method to be 
found anywhere .. ” 


Feeling Without Rhetoric 

It is easy to foresee that such an opportunity [Kean’s visit to Edinburgh] 
would not be permitted to escape such a scholastic board without interrogatories 
being put to the great dramatic hero on the genius of Shakespeare and on the elo 
quence which elucidated him Kean had litde to disclose, yet that little had to 
suffice He had no harangue on eloquence to deliver He maintained that Shakes 
peare was his own interpreter, by the intensity and wonderful genius of his language 
Shakespeare, he continued, was a study, his deep and scrutinizing research into hu 
man nature, and his sublime and pathetic muse, were to be comprehended only by 
a capacity alive to his mighty purposes He had no rhetoricians laws to expound 
If a higher estimate was at any time placed upon his performances than upon those 
of some others who fulfilled the severe calling of the actor, he thought it might 
be due m part to the devotion which he bestowed on the author, and the concep 
lions engendered by reflection I have overlooked, said he, the schoolmen, and 
while I assume no lofty claims, I have thought more of intonation than of gesticu 
lation It is the utterance of human feelings which rises superior to the rules which 
the professor of rhetoric enjoins It is the sympathy of mental impression that acts 
I forgot the affectations of the art, and relied upon the emotions of the soul It is 

Quoted in F V Hawkins The Life of Edmund Kean From Fubluhed and Original Source i 
London Tinsley Brothers 1869, Volume 1, pp 96 98 
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human nature that gives his promptings Kean rejected the cadence, or very rarely 
had recourse to it, it was at war with a successful termination of speech Senten 
nous thought is cut off and too often loses its effective power by that rule He con 
sidered the low modulaUon at the end too often destructive to a full comprehension 
of the sentence Popular oratory seems more and more to regard it as an obsolete 
law, and I think from daily observation that our living exemplars of oratorical 
power, as Everett, Hawks, and others, practically carry out Kean’s innovation 


On Edmund Kean 

by * Betterton” 


. Nature has endowed Mr Kean with a vigorous genius, and important 
physical qualifications, for his pursuit He possesses a fine physiognomy, a most 
expressive eye, a muscular frame, well and even elegandy shaped, except in the 
shoulders, which, being round and heavy in appearance, detract much from the 
just effect of his other proportions He has studied the mechanism or art of the 
profession, with great assiduity and success, he is fully trained in the tricks of the 
stage He can penetrate himself thoroughly with his part, and seem engrossed by 
it, so as to counterfeit a perfect abstraction from the audience In every character 
which I have seen him personate, he furnishes at least some specimens of what is 
called brilliant execution, some felicities of conception and expression, some mam 
festations of superior power and consummate skill, that have an electric effect, 
and give universal satisfaction 

He is eminently successful in situations which admit of intense fire and vi 
vacity of action, inarticulate passion, or rapid alternations of countenance and tone. 
Sudden and strong vicissitudes of feeling are admirably portrayed m the movement 
of his features His eye conveys the most opposite meaning and sensation with sin 
gular quickness of transition and versatility of eloquence There was a fine develop- 
ment of this faculty in his dialogue as Shylock, with Tubal, in the third act of the 
Merchant of Venice and, occasionally, in bis performance of Othello, the char 
acter in which he appeared to most advantage in my eyes and left the most vivid 
remembrance, particularly on the second representation The rage, despair, fell re 
venge, the wild tumult of the soul and fierce struggle of the affections, of which 
so much is to be portrayed m the Moor, gave scope for all the energies and sigrun 
cances of look, the mastery and communicativeness of face and the impetuosity ot 
movement, to which I have adverted above . . 

I have so far spoken only of the pantomime or dumb-show and might have 
included a special tribute to his general firmness of tread and occasional graceful 
ness of posture a confident, elastic gait, attitudes bespeaking athletic vigor, with 
flexibility of limb, and presenting an easy and regular outline, are not to be over 
looked in chronicling the deserts of a tragedian I would emblazon the dying 


scenes, which are described by both his English and American panegyrists, as 
wonders of ingenuity and stupendous achievements of mind and body, but I must 
confess that I cannot distinguish their justness as imitations, being, as I am, under 
the conviction that no mortal, wounded and moribund, ever fell with the precision 


Betterton in the Pbiltdelpbta Nahontl Ca ette, February 6, 7, S 1821, quoted by 
Newcomb HUlebrand Edmund Kean. New York Columbia University Pres*, 1 9i)t PP* ^ 5 


[ 300 ] 



ENGLAND AND IRELAND 


of pitch, and nicety of contour and straightness of prostration, which mark Mr 
Kean’s exits from the world 

Unless the copy be faithful, it resolves itself, in my humble opinion, into a 
mere feat of agility and posture, what the French call tour dr force, which they ex 
hibit daily, of the same kind, in equal perfection, at some of the minor theatres of 
Paris Scaramouche does as much m Italy Whether it becomes a modern Roscius 
to play the symmetnst in like manner, and seek distinction by fanciful, and elab- 
orate pictures of that really inimitable extremity — giving up the ghost — I leave to 
your better judgment For my part, though there may be transcendant intelligence, 
beauty, and fitness m the operation, 1 cannot discover in it a particle of these 
qualities 

With respect to Mr Kean’s recitation, the combined use of the understanding 
and the voice, it is susceptible of praise in the enunciation of passages of a solemn 
emphatic tenor, which he does not conceive to require vehemence of tone and \c 
locity of utterance. His cadences are distinct and agreeable in measured and delib- 
erate speech, if his voice is rarely musical, it is not always grating, 3nd as there 
arc feelings and language to which guttural notes, sepulchral sounds, even broken, 
harsh accents, arc appropriate, he at times excels in the oratorical department of his 
profession 

• • • • 

I have conceded as much to Mr Kean, as liberality would grant within the 
limits of truth and judgment Having noted his accomplishments and traits of su 
penonty, I have now to remark the objections to which he is liable As a general 
stricture, it may be said that his excellencies are perpetually passing into extremes, 
or degenerating into defects He is always in his happiest exhibitions of art, and most 
brilliant flashes of genius, on the verge of extravagance 

His studied play of physiognomy borders on grimace, his animation of man 
ner becomes incoherent bustle, what is spirited savours of turbulence, what is pas 
sionate, of frenzy He obviously relies more on mechanical resources, than on his 
general mental preparation and powers, or his fervor of feeling and thorough pos 
session of his part He is called a natural player, but his style of acting is highly ar 
tificial and technical, it is uniformly elaborate, systematic, and ambitious Nothing 
is left to the inspiration of the moment. I was particularly struck with this circum 
stance in witnessing his second representation of Othello During the first two 
acts of the piece, it was, if I may be allowed the phrase, a facsimile of the first rep- 
resentation, The identity xn every particular of look, movement, tone, pace, posture 
was a phenomenon in respect to steadfastness of method and force of habit In the 
remaining acts, hts gesticulation was less violent, and his manner m general more 
subdued, but this was plainly the result of calculation or physical accident, not of 
diversity in the momentary impulses of sentiment and judgment 

The stature of Mr Kean is low, and his shoulders, as I have said, arc not hap- 
pily constructed Garrick labored under the first disadv antage, and Lckatn, the 
Roscius of the French stage, had to contend with both obstacles, and an ungainly 
visage in addition These celebrated players counteracted their mishap by profes- 
sional discipline and the more effectual correctives of an incessant display of genius, 
and nobleness of elocution Garrick could be thought tall and maiestic — Lekam 
was believed by those who only saw him in his vocation, to be of lofty size and 
commanding aspect. 

From whatever cause, Mr Kean ts not so fortunate as either Hts most en 
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thusiastic partisans and encomiasts in England have been obliged to confess that 
there is an almost “habitual want of dignity and elegance about him” — a deficiency 
which, however, they pretend he redeems by masterstrokes of art and nature, and 
the energies of passion and action I have not been sensible of these amends but 
irt a very few instances The general impression produced by his carnage and 
mien is the reverse of awe or respect There is, to say no more, not the least eleva 
tion in them, nor any gracefulness in his person and movement at large As Shy 
lock, he needs none, and nothing is missed But even in Sir Giles Overreach you 
require more stateliness and a more magisterial feeling than appear, and in Richard 
and Othello, you find unremittingly an utter want of physical adaptation and pa 
tncian demeanor 

* • t * 

Mr, Kean would seem to apply literally to his art the lesson of Demosthenes 
with regard to oratory — action, action, action His limbs have no repose or stcadi 
ness in scenes of agitated feeling, his hands arc kept in unremitting and the most 
rapid convulsive movement, seeking, as it were, a resting place in some part of h« 
upper dress, and occasionally pressed together on the crown of his head I have 
remarked the process to be the same in his personation of different characters, and 
I think I may assert that there is no eye which a habit of this kind would not strike 
as untoward and incongruous ... 

Quick and irregular motion, vehement and perturbed gesture, are occasionally 
opposite, but there is a discipline and temperament even for disorder, whether as 
to action or to utterance, on the stage. Hamlet’s lecture to the players has passed 
into proverb, but like much other axiomatic doctrine is oftener repeated than ob- 
served Situations occur for the tragedian, calling for the highest powers of h*s 
genius, and the most curious refinements of his art, in which gesticulation is nus 
placed and detrimental It has been emphatically said that dignity has no arms, 
especially where there is great force of expression in the eyes and other featurt* 
Dejection, lowly grief, profound reflection, tender sentiment, contempt, solemn or 
malicious menace, hauteur, rising passion of whatever nature, require but a look, 
a motion of the head The energetic use of the limbs spoils the true and effectual 
expression. 


The greatest physical blemish to be signalized in this tragedian, is the imprt 
fection of his voice Tins is univcrsilly admitted to be in general harsh and broken, 
while sweetness is, by some, ascribed to its lower tones . 

It is artificial when not strained, and m the tempest of passion so frequent 
with the actor, is painfully hoarse and almost altogether inarticulate I know of no 
more irksome noises than those which issue from his breast, when he labors to «* 
press rage or horror in their utmost intensity The exhaustion of his lungs has a 
two-fold inconvenience, for there is always something contemptible in infuriate 
passion where the physical powers fail His consciousness of the natural msui 
ciency of his voice, seems to stimulate him to more violent efforts ui action and as 
pect, and thus carries him further beyond the bounds which he is otherwise prouc 
to transgress. 

The same insufficiency has, indeed, as may be at once perceived, a train 01 u 
worst consequences It subjects him to the reproach which Churchill* casts upo 


'Charles Churchill The Roiciad 
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Mackhn, of dealing largely m half formed sounds, Jt causes him to play inordinately 
to the eye, and attach himself much more to the general, than particular sense ana 
expression of his part, it robs his audience of a good portion of the literary beauties 
and ethical lessons of the poet. He has fallen into peculiarities m the management 
of his voice, which form an aggravation of the case The sudden, mechanical dc 
pression and quick, violent vicissitude of tones — the precipitate strain and extreme 
volubility immediately preceding or following long pauses, or slow, repressed enun 
elation, which he so frequently affects, may be difficult achievements, but they are 
very foreign to the interests whether of the actor or auditor The author is more 
and more suppressed, and a wider departure committed from the rules of reason 
and taste 1 have amused myself with imagining whit impression, Mr Kean 
with his system of declamation, and his dissonant, confused accents in his ebullitions 
of rage, would make upon a blind person critically conversant with the dramatist 
whose composition he might be rcciung Certainly it would not be one of much 
admiration Nor would the result, 1 think, be very different, as to any auditory at 
large, if the tragedian wore a mask We know that the face was enurely concealed 
on the ancient stage, and that, notwithstanding, even greater effects were produced 
than any which arc recorded of the best representation of any phyer of modern times 
Hazbtt remarks of Mr Kean’s Richard on one occasion, that “every sentence 
was an alternation of dead pauses and rapid utterance, ’ and properly adds that “the 
most common place, drawling monotony is not more mechanical or offensive 
The length of his pauses, with the studied play of the visage as the substitute of the 
tongue, while they are maintained, has something of the air and more of the ef 
feet of the memorable dispute in Rabelais, between Panurge and the English phi 
iosopher, which was performed without a word of speaking,” so that one portion 
of the audience made one inference and another, another, every one interpreted as 
he liked best Garrick’s contemporary and rival, Quin, was addicted to long 
pauses 

But Quid, notwithstanding his pauses, was distinguished for giving full sway 
to the language and sentiment of his principal the poet Churchill says of him, 
His words bore sterling weight nervous and strong 
In manly tides of sense they rolled along, 

Happy in art, he chiefly had pretense 
To keep up numbers, yet not forfeit sense 
Mr. Kean has not pretense and indeed, no ability, to keep up numbers His 
auditor can have no perception of rhythm or even verse, where a sort of amalgam 
is made of whole phrases either by hurry or hoarseness of utterance, and where 
long pauses are arbitrarily introduced not only between words, but between sylla 
hies of the same word I cannot conceive a more fanciful reading of the dramauc 
poets, or wilder havoc of their lines, thin may be alleged against Mr Kean, as a 
general charge There cannot be the least affinity between the style of his recitation 
and that of Garrick’s, whom he is said to follow in the imitation of nature That 
master of the histrionic art was, it is true, energetic but without bombast, simple 
but without vulgarity, lofty and vehement, but not turgid or voaferous He dc 
claimed with the utmost truth, elegance and precision, and plumed himself upon 
setung in the strongest relief the merits of his poet in thought and diction, upon 
marking all the shades of excellence m a dramauc composiuon He avoided the 
suff and stately, monotonous manner — as well as the incoherent rant, but he loved 
high and weighty elocution Heroic verse was, in his theory, to be metrically and 
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majestically pronounced It may be seen by the verses I have quoted from Chur 
chill, that, when his practice gave the tone to opinion, the preservation of rhythm 
was considered as a tide to distinction and compatible with the full expression and 
efficiency of sense, passion and nature 


WILLIAM CHARLES MACREADY 

(1793 1873) 

William Charles Macready was the son of a travelling player and theatrical 
manager who had once performed with Charles Macklin Although Macready s 
childhood was spent m and around various theatres in London and in the provinces 
with his parents, he was not at first desuned for the stage He was sent to Rugby 
where he acquired a gendemanly education upon which he prided himself for the 
rest of hts life His intention was to prepare himself for the bar, but at the age of 
sixteen he found himself assisting the management of the theatre in Manchester 
which had brought his father to the verge ot financial rum. After some study in 
London and a short stmt as sole manager of his father s theatre, young Macready 
made his debut in 1810 in the role of Romeo This first performance in Burning 
ham was favorably greeted Macready was launched upon his long career as an 
actor, a profession towards which this aspiring gentleman had extremely ambigu 
ous feelings 

From 1810 to 1816, Macready played many roles throughout England, Scot 
land, and Ireland, even supporting the great Sarah Siddons in several plays At the 
end of this period he was given a five years’ engagement at Covent Garden As 
Edmund Kean faded from the scene, Macready earned the position of leading tra 
gedian of the English stage By 1837 he was regarded as the actor under whose 
management the legitimate, classical stage could be saved from opera and spectade. 

In this year Macready organized a company at Covent Garden which he man 
aged and starred in for two years His producUons were marked by extensive re 
hearsals and careful attention to scenery and costumes He also did much to dear 
the theatres of rowdyism and make them ‘respectable places of entertainment. In 
1841 he undertook a similar job at Drury Lane where, despite the decline of the 
traditional repertory of the legitimate houses, he tried to bear high the standard 
of fine drama 

After his managerial duties, Macready continued on the English stage for al 
most ten years and extended his performances to the United States and France 
The third of his visits to the United States resulted in one of the theatres most 
shameful incidents — the 1849 not at the Astor Place Opera House m New York, 
brought on by the rivalry between Macready and Edwin Forrest, Americas tragic 
idol 

While Macready s contributions to the English theatre of the first half of the 
nineteenth century are undisputed, his position as one of the theatrical greats » 
less secure Although he gamed his prominence in competition with Edmuu 
Kean and the enduring memory of John Philip Kembles acting, he seemed to mar 
a breaking point in the old acting tradition He essayed the great tragic roles o 
Macbeth, Othello Richard, and Conolanus, but his success in these chataetcriz* 
tions was limited Of his Macbeth Leigh Hunt wrote It wants the Royal war 
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rant VVc do not mean the mouthing and strut of the ordinary stage King, which 
are things that Mr Macready is above, but that habitual consciousness of ascend 
ancy and disposition to throw an ideal grace over its reflections . ” In speaking 
of his performance of King John, Hunt said ‘ He is best as he approaches domestic 
passion, and has to give way to soft or overwhelming emotions His greatest dcfi 
ciency is shown m passages where the ideal is required, where nature puts on the 
robe of art, and speaks her truths, as it were, in state ” 

Unable to burn with the fire of Kean or strut with the dignity of Kemble, 
Macready reduced the high passions of tragedy to the restraint of the drawing room 
He succeeded best m the plays of his own day, Virgimtis and William Tell by Sher 
idan Knowles, and the Richelieu of Bulwer Lytton, plays which infused the tragic 
with domestic and melodramatic elements It was in his famed homely touches 
that Macready pointed the way toward the refined drawing room realism that de 
veloped in the middle of the nineteenth century 

His self-conscious artistry speaks for itself in the voluminous pages of his 
Diaries and Reminiscences 


The Audience and the Actor 

From circumstances that I do not remember, the season at Bath was a dull 
one, and the theatre suffered proportionately with the other places of amusement 
But this did not prevent me from using as a means of study for my improvement 
the practice it afforded me A full attendance is too generally required as a spur 
to a performer’s exertions, and to a beggarly account of empty boxes many have 
been in the habit of slurring over (or what is known as ‘ walking through ) their 
parts Indeed, I have been present when, on their benefit nights, performers have 
not only walked with contemptuous indifference through their parts, but have re 
sented on the auditors present the absence of those who stayed away It was a rule 
with me to make what profit I could out of a bad house, and before the most meager 
audiences ever assembled it has been my invariable practice to strive my best, using 
the opportunity as a lesson, and I am conscious of having derived great benefit from 
the rule I used to call it “acting to myself as indeed it was transferring the study 
of a character from my own apartment to the stage, where it was much less irk- 
some, for in the solitude of a lodging to continue over and over again the repetition 
of passages, with strict attention to ones elocution, deportment, gesture, and coun 
tenancc, guarding against exaggeration, whilst lashing oneself up to the highest 
strain of passion, and this without any stimulus or any test, beyond the individual’s 
trust of having struck the chord aright, was a son of darkling procedure, groping 
or feeling of ones way, that called upon me often for strong efforts of persever 
ance, being more trying to the constancy and patience of the student than falls to 
the lot of any other art for in others the advances made arc visible in the com 
panson of the works completed, but the player, by dint of repeated efforts, must 
perfect himself in tones, attitudes, looks, of which he can only learn the effect under 
the nervous excitement of experimenting their power on the uncertain sympathies 
of an heterogeneous assembly 

More than once in my lite I have heard, in dogmatic tone and with an oracular 

iU.ii tftJy'i Rtmlnnetncft, *nJ Selection from bn Durtei tni Let ten, edited bf Sir Frederick 
PolJovk Nrw York Micmilha »nd Co., 1*71, pp. 77 7 1, ti *4, 1JI-1I2, 141-142. 
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air, certain sot daunt critics bestow mg on a player especial praise on the ground 
that his acting was quite natural, unpremeditated, that he did not require study, 
and that he never delivered the salient points of a character twice in the same way 
What would reflection deduce from this, but that, although the artist may be sub- 
ject more or less to the accidental variation of his animal spirits, yet, as there must 
he one form of expression which he finds nearest to the exact truth, in once attain 
ing this, every deviation or declension from it must be more or less a deterioration J 
Study will bring ease, grace, and self possession — the indispensable groundwork of 
the actor’s art, but to evoke the various emotions that will give with fidelity Na 
ture’s own expression to his look and voice — "hie labor hoc opus est As Talma 
used to say, ‘ there was only one best” — to discover that is the labor of the artist 
and having once achieved this, is it reconcilable to common sense that he would 
endanger his credit by tampering with the truth his patient investigation had 
wrought out? The approach to perfection is indeed usually so gradual, that, in 
one whose principle it would be to labor in his several performances to improve on 
what had gone before, whose motto to the very last words he utters on the scene is 
Excelsior, the degrees of his toilsome ascent may be sometimes distinguishable, 
but beyond such shadowy vanattons his design and its treatment will remain un 
changed 

• • » ♦ 

One of the disadvantages incident to the pursuit of the theatrical art vs the sup- 
posed facility of its attainment, nor is it less cheapened in public estimation by the 
general assumption of the ability to criticize it How frequent, to questions of opin 
ion on other arts, are the evasive answers, ‘ I am no judge of poetry’ , * I have never 
studied pictures’ , “I do not know much about sculpture ” Yet the person con 
fessedly ignorant on these subjects, would be at no fault in pronouncing a decisive 
judgment on 

“The youngest of the sister Arts, 

Where all their beauty blends!” 

It is Addison who describes ‘ a picture’ as “a poem without words ’ In ulus 
trating the poet’s thought the actor presents in harmonious succession a scries ot 
living pictures, in which his intellectual acuteness often throws light on what might 
otherwise be obscure, whilst his fervid sensibility compels sympathy with the pas 
sion he portrays But Campbells beautiful lines condense all that more diffuse 
prose would seek to express on that theme 

‘For ill can Poetry express 

Full many a tone of thought sublime, 

And Painting, mute and motionless. 

Steals but a glance of time 
But by the mighty actor brought, 

Illusion’s perfect triumphs come. 

Verse ceases to be airy thought. 

And sculpture to be dumb ” 

It surely needs something like an education for such an art, and yet that ap- 
pearance of mere volition and perfect ease, which cost the accomplished artist so 
much time and toil to acquire, evidendy leads to a different conclusion with many, 
or amateur acting would be less in vogue 

• • • • 

The language of criticism is frequently dogmatic, exacting deference from the 
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authoritative tone it assumes, sometimes without the needful preliminary application 
to the subject of which it treats It was said by no incompetent judge, ‘ De ptetore, 
sculptors, fictore, ntst artifcx, judicare non protest " 1 But this opinion, as applied 
to the theatrical art, is repudiated by many, and, as I have before observed, it is 
held by some writers in England (though not in France) that no particular study 
is requisite to make a critic or connoisseur of “acting ” I have been led by observa 
tion to think differently, but, although my active life has been chiefly devoted to the 
study of poetry and playing, 1 make no pretension to the critic's chair; and in trying 
to describe with accuracy what was palpable to my senses, advance my opinions no 
further than m stating the impressions made upon a very excitable temperament 
and a very sensitise organization 

On the sum of Kemble’s merits judgments differed, that he was a great artist 
all allowed His person was cast in the heroic mold, and, as may be seen in Lawr 
ence’s splendid portraits of him in Conolanus, Hamlet, and Rolla, reached the 
most perfect ideal of manly beauty. But he had serious disadvantages to contend 
with in a very disagreeable voice, husky and untuneable, and in a constitutional 
asthma that necessitated a prolonged and laborious indraught of his breath, and 
obliged him for the sake of distinctness to adopt an elaborate mode of utterance, 
enunciating every letter in c\ery word His limbs were not supple — indeed his 
stately bearing verged on stiffness, and his style more suited to the majestic, the 
lofty, and the stern, than the pathetic, might not inaptly, in respect to his movement 
on the stage, be termed statuesque Mrs Stddons, speaking of him to Reynolds, 
the painter, said, “My brother John in his most impetuous bursts is always care 
ful to avoid any discomposure of his dress or deportment, but in the whirlwind of 
passion I lose all thought of such matters” and this forgetfulness of self was one 
of the elements of her surpassing power The admission of Mrs Inchbald, one of 
Kemble’s most ardent worshippers, corroborates the opinion very generally enter- 
tained of his phlegmatic temperament In the part of Oswyn, in Congreve’s tragedy 
of The Mourning Bride she sajs, "Garrick had great spirit and fire m every scene, 
but not the fire of love Kemble has not even the sparks ” 

In all he did the study was apparent The ars celare artem [the art of con 
ceiling art], with all his great talent, he did not reach, but he compelled the respect 
and admiration where he did not excite the sympathies of his audience His noble 
form and stately bearing attracted and fixed observation, and his studious correct 
ness retained attention, but m the torrent and tempest of his passion he had not 
the sustained power of Talma or Kean, but, like a Rembrandt picture, his perform- 
ances were remarkable for most brilliant effects, worked out with wonderful skill 
on a somber ground, which only a great master of his art could have achieved, 
and of which, I have endeavored to convey some faint idea in my description of 
scenes of Cato and Macbeth 


But uppermost in my mind was always the cultivation of my art, and as 
the aim and object of all true art is the skillful blending of the real and the ideal, 
it becomes the student’s duty to store his mind abundantly with facts, at the same 
time that he gives free scope to the exercise of his imagination Whatever, there- 
fore, might extend m> experience of the various aspects human nature may put on 
m the vicissitudes of pain and pleasure, suffering or enjoyment, I regarded as a 

'No one but an artist can criticize the work of artists Pliny, Epist. i, 10 
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needful and imperative study Under this persuasion it was that 1 braced up my 
nerves (always acutely sensitise to a sight of suffering) to go through the lunatic 
asylum The superintendent was a very intelligent person, whose conduct of the 
establishment had gamed him great credit, he was most courteous, and in directing 
my attention to the several peculiarities of the hapless inmates, greatly assisted me 
in the earnest scrutiny with which I watched every movement, every play of fca 
ture of those stricken creatures It was reading one of the most harrowing pages 
out of Natures book, and so faithfully conned over that every character was lm 
pressed indelibly on my memory I had gone through two wards, and when my 
conductor was applying his key to the grated door of the third, I declined, being 
indeed, quite unable to extend my observations further I took from thence les 
sons, pamful ones indeed, that in after years added to the truth of my representa 
tions 


FANNY KEMBLE 

(1809 1893) 

Frances Anne Kemble was the last significant representaUvc of a great theat 
rical family Her father Charles, younger brother of John Philip and Sarah, did not 
start out as an actor, but like all the other members of this family, he eventually 
turned to the stage He followed the style of his brother John in his cold, rather 
stilted manner In heavy roles he never achieved his elder brothers success, but his 
gentlemanly manner and grace made him a successful actor m such roles as Laertes, 
Mercutio, and Benedick Macready dubbed him a first rate actor in second rate 
parts He was also successful in refined comedy When he took over John Philip* 
share in Covent Garden, the patent theatres were in their declining days and his 
adventure as a manager was financially disastrous Artisucally his reign as man 
ager will be remembered for several attempts, with the aid of the designer writer 
James Robinson Planche, to clothe and mount some of the Shakespearean repertory 
in historically accurate costumes and sets 

On the verge of bankruptcy in 1829 Charles Kemble introduced his daughter 
Fanny as Juliet m a producUon in which her mother, a retired actress, played Lady 
Capulet and Charles himself played Mcrcutio Her performances were the great 
sensation of the theatrical season People flocked to see yet another Kemble on the 
stage. But when the first flurry of enthusiasm was over and Miss Kemble was * u 
jeeted to critical scrutiny, she was found wanting 

Leigh Hunt wrote of her Juliet that the opening impression of charm and nat 
uralness which she gave was soon destroyed as the play progressed But the mo- 
ment she gave us the first burst of feeling, wrote Hunt, our expectations fell many 
degrees, and they never rose again The manner was different in an instant, not as 
showing more feeling, but as showing less the regular theatrical start and vene 
mence were substituted for the natural emotion of the artless girl we had been 
contemplating and then commenced the regular conventional tragic style, bo 
m voice and manner, which was maintained with little variation the whole e ^ e 
ning, and which has certainly left an impression on our minds that this young 13 X 
is entirely an artificial performer, very apt in catching all that may be learnt i^ 
tragic acting, but not essentially superior to many that have had but a brief day 0 
repute She wanted passion throughout, and variety of feeling Her emotio 
was loud, her gravity dignified and queen like, her flow of utterance breathed wi 
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a regular vehemence of solemnity, something between the tones of her great kins 
woman Mrs Siddons, and the mellow monotony of the late Mrs Powell ” 

In 1832 Fanny Kemble played with her father in the United States, where she 
married Eventually she abandoned acting, which she had always disliked, and be 
came a reader A picturesque person, she has set down her life and ideas in a 
senes of autobiographical books Her comments on the profession which had made 
the Kembles great originally appeared in the Carnhtll Magazine of 1863 She sug 
gested m this piece an interesting contrast between dramatic imagination and the 
theatrical ability to portray dramatic ideas, a contrast perhaps resulting from her 
own inability to successfully combine the two powers Her derogatory remarks 
about the profession, based on traditional Platonic disparagements, were probably 
due to her own antagonism toward acting George Arhss savs of her essay Con 
sidering its brevity, it is perhaps the most careful analysis of the actor m juxtaposi 
tion with his art that one is likely to find in dramatic literature ” 


Temperament and Talent 

Things dramatic and things theatrical are often confounded together m the 
minds of English people, who, being for the most part neither the one nor the other, 
speak and write of them as if they were identical, instead of, as they are, so dissun 
ilar that they are nearly opposite 

That which is dramatic m human nature is the passionate, emotional, humorous 
element, the simplest portion of our composition, after our mere instincts, to which 
it is closely allied, and this has no relation whatever, beyond its momentary excite 
ment and gratification, to that which imitates it, and is its theatrical reproduction, 
the dramatic is the real, of which the theatrical is the false 

Both nations and individuals tn whom the dramatic temperament strongly pre 
ponderates are rather remarkable for a certain simplicity of nature, which produces 
sincerity and vehemence of emotion and expression, but is entirely without con 
setousness, which is never absent from the theatrical clement 

Children are always dramatic, but only theatrical when they become avvire 
that they are objects of admiring attention, in which case the assuming and dis 
sembhng capacity of acting develops itself comically and sadly enough in them 
• • « * 

The combination of the power of representing passion and emotion with that 
of imagining or conceiving it — that is, of the theatrical talent with the dramatic 
temperament — is essential to make a good actor, their combination in the highest 
possible degree alone makes a great one 

There is a specific comprehension of effect and the means of producing it, 
which, in some persons is a distinct capacity, and this forms what actors call the 
study of their profession, and in this, which is the alloy necessary to make theatrical 
that which is only dramatic, lies the heart of their mystery and the snare of their 
craft in more ways than one, and this, the actor’s business, goes sometimes abso' 
lutely against the dramatic temperament, which is nevertheless essential to it 

France* Anne Kemble On tbt Stas* (1855) New York Printed for the Dramjt c Museum 
of Columbia University Tapers on Acting Fifth Sene* Number 3, 192S, pp 9 21 By permission 
of Columb a University Press. 
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Every day lessens the frequency of this specific combination among ourselves, 
for the dramatic temperament, always exceptional in England, is becoming daily 
more so under the various adverse influences of a state of civilization and society 
which fosters a genuine dislike to exhibitions of emotion, and a cynical disbelief 
m the reality of it, both necessarily repressing, first, its expression, and next its 
existence On the other hand, greater intellectual cultivation and a purer and more 
elevated taste, are unfavorable to the existence of the true theatrical spirit, and Eng 
lish actors of the present day are of the public, by being “nothing if not critical 
and are not of their craft, having literally ceased to know “what belongs to a frip 
pery “ They have lost for the most part alike the dramatic emotional temperament 
and the scenic science of mere effect, and our stage is and must be supplied, if sup- 
plied at all, by persons less sophisticated and less civilized The plays brought out 
and revived at our theatres of late years bear doleful witness to this We have in 
them archaeology, ethnology, history, geography, botany (even to the curiosity of 
ascertaining the Danish wild flowers that Ophelia might twist with her mad straws) 
and upholstery, everything, m short, but acting, which it seems we cannot hate 
When Mrs Siddons, m her spectacles and mob cap, read Macbeth or King 
]ohn it was one of the grandest dramatic achievements that could be imagined, with 
the least possible admixture of the theatrical element, the representation of the 
Dune’s Motto, with all its resources of scenic effect, is a striking and interesting 
theatrical entertainment, with hardly an admixture of that which is truly dramatic 
Mrs Siddons could lay no claim to versatility — it was not in her nature, she 
was without mobility of mind, countenance, or manner, and her dramatic organ 
ization was in that respect inferior to Garrick’s, but out of a family of twenty-eight 
persons, all of whom made the stage their vocation, she alone preeminendy com 
btned the qualities requisite to make a great theatrical performer m the highest 
degree 


In my father and mother I have had frequent opportunities of observing m 
most marked contrast the rapid intuitive perception of the dramatic instinct in an 
organization where it preponderated, and the laborious process of logical argument 
by which the same result, on a given question, was reached by a mind of a different 
constitution (my father’s), and reached with much doubt and hesitation, caused by 
the very application of analytical reasoning The slow mental process might With 
time have achieved a right result in all such cases, but the dramatic instinct, aided 
by a fine organization, was unerring, and this leads me to observe, that there is no 
reason whatever to expect that fine actors shall be necessarily profound commen 
macs on the parts that they sustain most successfully, but rather the contrary 

I trust I shall not be found wanting in due respect for the greatness that J* 
gone from us, if I say that Mrs Siddons’ analysis of the part of Lady Macbeth is 10 
be found alone in her representation of it, of the magnificence of which the ‘essiy 
she has left upon the character gives not the faintest idea . 

If that great actress had possessed the order of mind capable of conceiving an 
producing a philosophical analysis of any of the wonderful poetical creations whic 
she so wonderfully embodied, she would surely never have been able to embo y 


them as she did Tor to whom are all thtngs given? and to whom were c\ct g!' cn 
in such abundant measure, consenting and harmonious endowments of mind a° 


body for the peculiar labor of her life? . 

The dramatic faculty, as I have said, lies in a power of apprehension quictce 
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than the disintegrating process of critical analysis, and when it is powerful, and the 
organization fine, as with Mrs Siddons, perception rather than reflection reaches the 
aim proposed, and the persons endowed with this specific gift will hardly unite with 
it the mental qualifications of philosophies and metaphysicians, no better proof of 
which can be adduced than Mrs Siddons herself, whose performances were, in the 
strict sense of the word, excellent, while the two treatises she has left upon the char 
acters of Queen Constance and Lady Macbeth — two of her finest parts — are feeble 
and superficial Kean, who possessed, beyond all actors whom I have seen, tragic 
inspiration, could very hardly, I should think, have given a satisfactory reason for 
any one of the great effects which he produced Of Mile Rachel, whose impersona 
tions fulfilled to me the idea of perfect works of art of their kind, I have heard, from 
one who knew her well, that her intellectual processes were limited to the considera 
tion of the most purely mechanical part of her vocation, and Pasta, the great lyric 
tragedian, who, Mrs Siddons said, was capable of giving her lessons, replied to the 
observation, ' Votts avez dtt beaucoup etudter l antique, Jc l at beaucoup sentt " 
The reflective and analytical quality has hide to do with the complex process of 
acting, and is alike remote from what 1$ dramatic and what is theatrical 

There is something anomalous in that which we call the dramatic art that has 
often arrested my attention and exercised my thought, the special gift and sole in 
dustry of so many of my kindred, and the only labor of my own life, it has been a 
subject of constant and curious speculation with me, combining as it does elements 
at once so congenial and so antagonistic to my nature 

Its more original process, that is, the conception of the character to be presented, 
is a mere reception of the creation of another mind, and its mechanical part, that 
is, the representation of the character thus apprehended, has no reference to the 
intrinsic, poetical or dramatic merit of the original creation, but merely to the ac 
curacy and power of the actors perception of it, thus the character of Lady Mac 
beth is as majestic, awful, and poetical, whether it be worthily filled by its preemi 
nent representative, Mrs Siddons, or unworthily by the most incompetent of ignorant 
provincial tragedy-queens 

This same dramatic art has neither fixed rules, specific principles, indispensable 
rudiments, nor fundamental laws, it has no basis in positive science, as music, paint 
mg, sculpture, and architecture have, and differs from them all, in that the mere 
appearance of spontaneity, which is an acknowledged assumption, is us chief merit 
And yet [it] requires in its professors the imagination of the poet, the car of 
the musician, the eye of the painter and sculptor, and over and above these, a fac 
trfty peexurar to ttsdi , inasmuch as efte actor personally ftriYhYs ancf em&oifter iW 
conception, his own voice is his cunningly modulated instrument, his own face the 
canvas whereon he portrays the various expressions of his passion, his own frame 
the mold in which he casts the images of beauty and majesty that fill his brain, 
and whereas the painter and sculptor may select, of all possible attitudes, occupa 
uons, and expressions, the most favorable to the beautiful effect they desire .to pro- 
duce and fix, and bid it to remain fixed forever, the actor must live and move 
through a temporary existence of poetry and passion, and preserve throughout its 
duration that ideal grace and dignity, of which the canvas and marble give but a 
silent and motionless image And yet it is an art that requires no study worthy of 
the name, it creates nothing, it perpetuates nothing, to ns professors, whose per 
sonal qualifications form had their merit, is justly given the need of personal ad 
miration, and the reward of contemporaneous popularity is well bestowed on those 
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whose labor consists in exciting momentary emotion Their most persevering and 
successful efforts can only benefit, by a passionate pleasure of at most a few years’ 
duration, the play going public of their own immediate day, and they arc fitly 
recompensed with money and applause, to whom may not justly belong the rapture 
of creation, the glory of patient and protracted toil, and the love and honor of 
grateful posterity 

GEORGE HENRY LEWES 

(1817-1878) 

Of the important drama critics of the nineteenth century, George Henry Lewes 
was probably the only one who tried to do more than describe the actors he saw at 
work He was conscious that acting was an art like others and had rules and 
standards of its own which reeded to be uncovered before a true critical esumatc 
could be made His collection of essays. On Actors and the Art of Acting, made an 
attempt to establish some of the principles upon which he based his evaluations of 
such actors as Edmund Kean, Rachel, William Charles Macready, Charles Mathews, 
and Frederic Lemaltre 

Lewes was well qualified for his task The grandson of a famous comedian, 
Charles Lee Lewes ( 1740 1803), Lewes himself tried his hand at acting several times 
Although he was not prepared for the stage from youth, as were so many of the 
actors of the nineteenth century, he played with Charles Dickens’ amateur company 
m 1848 In 1849 he appeared as Shylock in a company with Barry Sullivan He 
also acted in his own play, The Noble Heart When he turned from acting to writ 
ing, his interest in theatre determined much that he wrote An admirer of Trench 
drama, he made many translations of French plays Lewes was literary editor of 
The Leader, and in 1865 became editor of the Fortnightly Review He was also 
versed in both philosophy and psychology and wrote books and articles on these 
subjects, as well as a life of Goethe and a volume on Spanish drama 

In 1875 appeared the book On Actors and the Art of Acting, from which se 
lections are printed here Some of his important contributions to histrionic theory 
in these essays arc his analysis of the symbols of the actor’s art, the meaning of nat 
ura! acting, and his recognition that acting is circumscribed by what he called the 
opaque du thiatie and the standards of theatrical truth held by the audience 

The Actor’s Symbols 

[The Intrinsic Value of the Actor] 

It is thought a hardship that great actors m quitting the stage can I caVC 1,0 
monument more solid than a name The painter leaves behind him pictures to at 
test his power, the author leaves behind him books, the actor leaves only a ' 
tion The curtain falls — the artist is annihilated Succeeding generations may 
told of his genius, none can test it , 

All this I take to be a most misplaced sorrow With the best wishes in c 
world 1 cannot bring myself to place the actor on a level with the painter ot e 
author I cannot concede to the actor such a parity of intellectual greatness, wuie, 

George Henry Lewes On Actors and the Art of Acting New York Smith, £1 dec an< ^ 
pan y, 187J, selected passages 
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at the same time, I am forced to remember that, with inferior abilities, he secures 
far greater reward, both of pudding and praise It is not difficult to assign the 
causes of an actor’s superior reward, both m noisy reputation and in solid guineas 
He amuses He amuses more than the most amusing author And our luxuries 
always cost us more than our necessities Taghom or Carlotta were better paid 
than Edmund Kean or Macready, Jenny Lind better than both put together 

But while the dramatic artist appeals to a larger audience, and moves them 
more forcibly than either painter or author, owing to the very nature of his art, 
a very slight acquaintance with acting and actors will suffice to show that there 
can be no parity in the rank of a great painter and a great actor Place Kean be 
said Caravaggio (and, though I select the greatest actor I have known, I take a third 
rate painter, not wishing to overpower the argument with such names as Raphael 
Michelangelo, Titian), and ask what comparison can be made of their intellectual 
qualifications! Or take Macready and weigh him in the scale of Bulwer or Dickens 

The truth is, «c exaggerate the talent of an actor because we judge only from 
the effect he produces, without enquiring too curiously into the means But, while 
the painter has nothing but his canvas and the author has nothing but white paper 
and printers ink with which to produce his effects, the actor has all other arts as 
handmaids the poet labors for him, creates his part, gives him his eloquence, his 
music his imager), his tenderness, his pathos, his subhmit), the scene pamter aids 
him, the costumes, the lights, the music, all the fascinations of the stage — all subserve 
the actors effect these raise him upon a pedestal, remove them, and what is he? 
He who can make a stage mob bend and swa) with his eloquence, what could he do 
with a real mob, no poet by to prompt him? He who can charm us with the state 
best imagery of a noble mind, when robed in the sables of Hamlet, or in the toga 
of Conolanus, what can he do m coat and trousers on the worlds stage? Rub off 
the pamr and the e>es are no longer brilliant! Reduce the actor to his intrinsic 
value, and then weigh him with the rivals whom he surpasses in reputation and 
in fortune 

If my estimate of the intrinsic value of acting is lower than seems generally cur 
rent, it is from no desire to disparage an art I have always loved, but from a desire 
to state what seems to me the simple truth on the matter, and to show that the 
demand for posthumous fame is misplaced Already the actor gets more fame 
than he deserves, and we are called upon to weep that he gets no more During 
his reign the applause which follows him exceeds m intensity that of all other 
claimants for public approbation, so long as he lives he is an object of strong sym 
pathy and interest, and when he dies he leaves behind him such influence upon his 
art as his genius may have effected (true fame!) and a monument to kindle the 
emulation of successors Is not that enough? Must he weep because other times 
will not see his acting* Must we weep because all that energy, labor, genius if 
you will, is no more than a tradition? Folly! (The illustrious mathematician, 
Jacobi, in his old age, was once consoled by a flattering disciple with the remark 
that all future mathematicians would delight m his work He drew down the cor 
ners of his mouth and said despairingly. Yes, but to think that all my predeces 
sors knew nothing of my work! Here was vanity hungrier than that of the actor ) 
In this crowded world how few there are who can leave even a name, how rare 
those who leave more The author can be read by future ages! Oh 1 yes, he can 
be read the books arc preserved, but is he read? Who disturbs them from their 
repose upon the dusty shelves of silent libraries? What are the great men of for 
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incr ages, with rare, very rare, exceptions, but names to the world which shelves 
their well bound volumes! 

Unless some one will tell me in sober gravity (which is sometimes absurdly 
said in fulsome dinner speeches and foolish dedications) that the actor has a kin 
dred Genius* with the poet, whose creations he represents, and that in sheer intd 
lectual calibre Kean and Macrcady were nearly on a par with Shakespeare, I do not 
see what cause of complaint can exist in the actor’s not sharing the posthumous 
fame of a Shakespeare His fame while he lives surpasses that of almost all other 
men Byron was not so widely worshipped as Kean Lawrence and Northcote, 
Wilkie, and Mul ready, what space did they fill in the public eye compared with 
Young Charles Kemble or Macrcady? Surely this renown is ample? 

If Macready share the regret of his friends, and if he yearn for posthumous 
fame, there is yet one issue for him to give the world assurance of his powers 
Shakespeare is a good raft whereon to float securely down the stream of time, 
fasten yourself to that and your immortality is safe Now Shakespeare must have 
occupied more of Macready s time and thought than any other subject Let fruits 
be given Let us have from him an edition of Shakespeare, bringing all his piacti 
cal experience as an actor to illustrate this the first of dramatists We want no more 
black letter We want no more hyperboles of admiration We want the dramatic 
excellence and defects illustrated and set forth Will Macready undertake such a 
task? It would be a delightful object to occupy his leisure, and it would setde the 
question as to his own intellectual claims 

The foregoing was written in 1851 This year, 1875, the Reminiscences and 
Dianes of Macready have been given to the world by Sir Frederick Pollock, and 
they strikingly confirm the justice of my estimate, which almost reads like an echo 
of what Macready himself expressed In those volumes we see the incessant study 
which this emmendy conscientious man to the last bestowed on every detad con 
nected with bis art, we see also how he endeavored by study to make up for not 
ural deficiencies, and how conscious he was of these deficiencies We see him over 
sensitive to the imaginary disrespect in which his profession is held, and through 
out his career hating the stage, while devoting himself to the art But although 
hts sensitiveness suffered from many of the external conditions of the players life, 
his own acceptance by the world was a constant rebuke to his exaggerated claims 
He was undeniably a cultivated, honorable, and able man, and would have made 
an excellent clergyman or member of Parliament, but there is absolutely no evidence 
that he could have made such a figure either in Church or Senate as would com 
pare with that which he made upon the stage 

[Natural Acting] 

.The supreme difficulty of an actor is to represent ideal character with such 
truthfulness that it shall affect us as real, not to drag down ideal character to the 
vulgar level His art is one of representation, not of illusion He has to use nat 
ural expressions, but he must sublimate them, the symbols must be such as we 
can sympathetically interpret, and for this purpose they must be the expressions o 
real human feeltng, but just as the language is poetry, or choice prose, punw 
from the hesitancies, incoherences, and imperfections of careless daily speech, so 
must his utterance be measured, musical and incisive — his manner typical and pic 
tonal If the language depart too widely from the logic of passion and truthfulness, 
we call it bombast, if the elevation of the actor s style be not sustained by natural 
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feeling, we call it mouthing and rant, and if the language fall below the passion 
we call it prosaic and flat, as we call the actor tame if he cannot present the char 
acter so as to interest us The most general error of authors, and of actors, is tur 
gidity rather than flatness The striving to be effective easily leads into the error 
of exaggeration But it by no means follows, as some persons seem to imply, that, 
because exaggeration is a fault, tameness is a merit Exaggeration is a fault because 
it is an untruth, but in art it is as easy to be untrue by falling below as by rising 
above naturalness 

* * • • 

But in art, simplicity is economy, not meagerness it is the absence of super 
flumes, not the suppression of essentials, it arises from an ideal generalization of 
real and essential qualities, guided by an exquisite sense of proportion 

* * * * 

it has been the great mistake of actors that they have too often brought 
with them into the drama of ordinary life the style they have been accustomed to m 
the drama of ideal life 

...The art of acting is not shown in giving a conversational tone and a draw 
mg room quietness, but in vividly presenting character, while never violating the 
proportions demanded on the one hand, by the optiquc du theatre and on the 
other by what the audience will recognize as truth 

• • • • 

I have alwavs emphatically insisted on the necessity of actors being true to 
nature in the expression of natural emotions, although the technical conditions of 
art forbid the expressions being exactly those of real life, but a critic, not under 
standing this, says 

‘ In justice to L., however, it should be stated that he does not altogether object 
to natural acting, but only to acting which follows nature very closely Being a 
writer who constructs as well as destroys, he explains what real dramatic art is An 
actor should impress an idealized image on the spectator's mind, he should use 
natural expressions, but he must sublimate them,’ whatever that may mean, his 
utterance must be ‘measured, musical, and incisive, his manner typical and pic 
tonal’ ’ 

It is dear not only from this passage, but from the examples afterwards cited, 
that my critic considers the perfecuon of art to lie in the dosest reproduction of 
every day experience That an actor should raise the natural expressions into ideal 
expressions — that he should * sublimate” them — is so little understood by my critic, 
that he professes not to know what sublimating ‘ may mean I will not insult him 
by supposing that it is the word which puzzles him, or that he does not under 
stand Dryden’s verses 

As his actions rose, so raise they still their vein 
In words whose weight best suits a sublimated strain 
But I will ask him if he supposes that an actor, havmg to represent a character in 
situations altogether exceptional, and speaking a language very widely departing 
from the language of ordinary life, would be true to the nature of that character 
and that language, by servilely reproducing the manners, expression, and intona 
Uons of ordinary life? The poet is not dosdy following nature, the poet is ideal 
in his treatment, is the actor to be less so* I am presumed to have been guilty of 
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talking nonsense in requiring that the musical verse of the poet should be spoken 
musically, or the elaborate prose of the prose dramatist should be spoken with roeas 
ured cadence and incisive effect I cannot be supposed to approve of measured 
* mouthing,” or to wish for turgidity in wishing for music and precision, would 
the critic have verse declaimed like prose (naturally, as it is falsely called), and 
prose gabbled with little reference to cadence and emphasis, like ordinary talk? When 
he objects to the manner being typical, would he have it not to be recognizable ' 1 
When he objects to the manner being pictorial, would he have it careless, ungracc 
f ul, the slouching of club rooms and London streets carried into Verona or the Ar 
dennes? Obviously, the pictorial manner which would be natural (ideal) to Romeo 
or Rosalind, would be unnatural in Charles Surface or Lady Teazle 
* • » # 

When we are told that [Edmond] Got merely behaves just as a warmhearted 
man would behave on suddenly receiving the news of a dear friends death, w c 
ask what warmhearted man? A hundred different men would behave in a hun 
dred different ways on such an occasion, would say different things, would express 
their emotions with different looks and gestures The actor has to select He 
must be typical His expressions must be those which, while they belong to the 
recognized symbols of our common nature, have also the peculiar individual jm 
press of the character represented It is obvious, to anyone who reflects for a mo- 
ment, that nature is often so reticent — that men and women express so little in their 
faces and gestures, or in their tones, of what is tearing their hearts— that a perfect 
copy of almost any man’s expressions would be utterly ineffective on the stage It 
is the actor’s art to express m well known symbols what an individual man may 
be supposed to feel, and we, the spectators, recognizing these expressions, are thrown 
into a state of sympathy Unless the actor follows nature sufficiently to select sym 
bols that are recognized as natural, he fails to touch us, but as to any minute fidel 
lty in copying the actual manner of murderers, misers, avengers, brokenhearted 
fathers, etc , we really have had so little experience of such characters, that we can 
not estimate the fidelity, hence the actor is forced to be as typical as the poet » 
Neither pretends closely to copy nature, but only to represent nature sublimated into 
the ideal The nearer the approach to every-day reality implied by the author in 
his characters and language — the closer the coat and waist coat realism of the drama 
— the closer must be the actor s irmtauon of every day manner, but even then he 
must idealize, 1 e , select and heighten — and it is for his tact to determine how much 
* * • # 

His [Fecbter sj Hamlet was * natural , but tbis was not owing to the simp* 
fact of its being more conversational and less suited than usual If Shakespeare s 
grandest language seemed to issue naturally from Fechter’s lips, and did not strike 
you as out of place, which it so often does when mouthed on the stage, the reason 
was that he formed a tolerably true concepuon of Hamlet’s nature, and could rep- 
resent that conception It was his personality which enabled him to represent this 
conception Many of the spectators had a concepuon as true, or truer, but they 
could not have represented it This is self-evident Naturalism truly means the 
reproduction of those details which characterize the nature of the thing represente 
Realism means truth, not vulgarity truth of the higher as of the lower forms* 
truth of passion, and truth of manners 

The nature of a Macbeth is not the nature of an Othello, the speech of Achw cs 
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is not the speech of Thersites The truth of the Madonna di San Sito is not the 
truth of Murtilo 5 Beggar Girl But artists and critics overlook this Actors are es 
pecially prone to overlook it, and, in trying to be natural they sink into the famd 
i3x, though that is as unnatural as if they were to attempt to heighten the reality 
of the Apollo by flinging a paletot over his naked shoulders 
• * • * 


[Conventional Acting] 

Let me explain more particularly what is meant by the term conventional act 
ing When an actor feds a vivid sympathy with the passion or humor, he is repre 
senting he personates, i c , speaks through the persona or character, and for the 
moment is what he represents He can do this only in proportion to the vividness 
of his sympathy, and the plasticity of his organization, which enables him to give 
expression to what he feds, there are certain physical limitauons in ever) orgamza 
non which absolutdy prevent adequate expression of what is in the mind, and thus 
it is that a dramatist can rardy personate one of his own conceptions But within 
the limits which are assigned by nature to every artist, the success of the persona 
non will depend upon the vividness of the actor s sympathy, and his honest reb 
ance on the truth of his own individual expression, m preference to the conventional 
expressions which may be accepted on the stage This is the great actor, the ere 
ativc artist The conventional artist is one who cither, because he does not fed the 
vivid sympathy, or cannot express what he feds, or has not sufficient energy or sdf 
reliance to trust frankly to his own expressions, cannot be the part, but tries to 
act it, and is thus necessarily driven to adopt those conventional means of expression 
with which the tradiuons of the stage abound Instead of allowing a strong feding 
to express itsdf through its natural signs, he seizes upon the conventional signs, 
either because in truth there is no strong feding moving him, or because he is not 
artist enough to give it genuine expression his lips will curl, hts brow wrinkle, his 
eyes be thrown up, his forehead be slapped, or he will grimace, rant, and take the 
stage, in the style which has become traditional but which was perhaps never 
seen off the stage, and thus he runs through the gamut of sounds and signs which 
bear as remote an affinity to any real expressions as the pantomimic convenuons of 
ballet-dancers 
[Good and Bad Acting] 

Bad acting like bad wriung, has a remarkable uniformity, whether seen on 
the French, German Italian, or English stages, it all seems modeled after two or 
three types, and those the least like types of good acting The fault generally lies 
less m the bad imitation of a good model, than in the successful unitaUon of a bad 
modd The style of expression is not simply conventional, the conventionality is 
absurdly removed from truth and grace The majority have not learnej to speak, 
much less to act, they mouth and gabble, look at the audience instead of their in 
terlocutors, fling emphasis at random, mistake violence for emotion, grimace for 
humor, and express their fedmgs by signs as conventional and unlike nature as the 
gestures of a ballet-dancer Good acung, on the contrary, like good writing is re 
markable for its individuality It charms by its truth, and truth is always original 
It has certain qualities which, belonging to the fundamental excdlences of the art, 
are common— such as disunctness and quiet power in docution, gradation in ex 
pression, and ruling calmness, which is never fdt as coldness, hut keeps the artist 
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master of his effects, yet these qualities have in each case the individual stamp of 
the actor, and seem to belong only to him 

• * * • 

Some of the universal errors are irritating because they spring less from icex 
penence and incompetence than from misguided vanity Why, for instance, do 
actors fad to see the absurdity of not looking at the person addressed, as they would 
look in real life? Why is an impassioned lover, instead of fixing his eyes on the 
eyes of Ins mistress, to fix them on the upper boxes, or the side scenes? Such a 
mistake not only disturbs the illusion of the spectator, but disturbs the artistic lm 
agination of the actor himself by withdrawing it from its direct object ft is be 
cause he is thinking of himself and the audience, instead of imaginatively identify 
ing himself with the character he is representing, that his representation is so feeble 
and confused If he kept his eyes fixed on the eyes of the person he is addressing 
this alone would hinder his thoughts from wandering away from the scene it 
would give a poise to his imagination — a poise all the more needful to him because 
hts artistic feeling is feeble, and since spontaneous suggestions fail to sustain bis 
imagination, all external aids become important. It is an invariable characteristic 
of good actors that they never seem to be conscious of the audience, but always ab- 
sorbed in the world of which they represent a part, whereas it is the not less in 
variable characteristic of bad actors that they cannot forget themselves and the avidi 
cnee. 

* * * * 

[Physical Qualifications of the Actor] 

acting, because it is a representative art, cannot be created by intelligence or 
sensibility (however necessary these may be for the perfection of the art), but must 
always depend upon the physical qualifications of the actor, these being the means 
of representation It matters little what the actor feels, what he can express gn« 
him his distinctive value 

• • • • 

A more complete failure I have seldom seen made by a good actor [Bressant as 
Tartuffe] but it was a failure from which actors might learn a valuable lesson, 
were not the lesson so often taught m vain namely, the necessity of restricting 
themselves to parts for which they have the physical qualifications Acting being 
personation, it is clear that unless the actor has the personal qualifications requisite 
for the representation of the character, no amount of ability in conceiving the p art 
will avail 

• • « * 

Voice, look and gesture are the actor’s symbols, through which he makes »n 
telligible the emotions of the character which he is personating No amount of sens* 
bihty will avail unless it can express itself adequately by these symbols It is no 
enough for an actor to feel, he must represent He must express his feelings m s J’ [n 
bols universally intelligible and affecting A harsh, inflexible voice, a rigid or h eavy 
face, would prev ent even a Shakespeare from being impressive and affecting on 111 
stage, whereas a man, with little sensibility, but endowed with a sympathetic, pent 
trating voice, and a flexibile physiognomy, would rouse the pits to transports 

* • • * 

[Elocution and Gesture] 

Emphasis and pause are indeed the supreme difficulties of elocution They afC 
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rardy managed by those who read blank verse, even m a room, and on the stage 
the difficulty is greatly enhanced Nevertheless no one can pretend to be an actor 
of the poeuc drama who has not mastered this art, although at the present day it 
is, like many other requisites, boldly disregarded, and wc hear the noblest verse 
spouted (not spoken) with the remorseless indifference of that actor who announced 
himself thus 

Tis I, my lord, the early village cock 

• * • * 

The great difficulty in elocution is to be slow, and not to seem slow — to speak 
the phrases with such distinctness, and such management of the breath, that each 
shall tell, yet due proportion be maintained Hurry destroys the effect, and actors 
hurry because they dread, and justly dread, the heaviness of a slow utterance The 
art is so to manage the time that it shall not appear slow to the hearer, and this is 
an art very rarely understood by actors No sooner have they to express excitement 
or emotion of any kind than they seem to lose all mastery over the rhythm and 
cadence of their speech 

Let them study great speakers, and they will find that in passages which seem 
rapid there is a measured rhythm, and that even in the whirlwind of passion there 
is as strict a regard to tempo as m passionate music- Resistenl flexibility is the per 
feetton of elocution 

• * * • 

If the prose of daily life is to be represented on the stage, only such an ele 
vation of the style as is demanded by the laws of stage perspective should be adopted 
if the scene be poetical a greater elevation is required, but in either case the funda 
mental condition is that of representing life, and all obvious violations of the truths 
of life are errors m art Prose on the stage is not to be spoken exactly as in the 
street- Verse is not to be spoken as prose The natural way of speaking prose or 
verse is that which, while preserving the requisite elevation, never allows us to feel 
that it is unusual It is indeed speaking — not mouthing 

• * # • 

Without a sympathetic voice, no declamation can be effective The tones 
which stir us need not be musical, need not be pleasant even, but they must have 
a penetrating vibrating quality 

• • • * 

After the management of the voice* actors most err in the management of the 
body they mouth their sentences, and emphasize their gestures, m the effort to be 
effective and in ignorance of the psychological conditions on which effects depend 
In each case the effort to aggrandize natural expression leads to exaggeration and 
want of truth In attempting the ideal they pass into the artificial The tones and 
gestures of ordinary ummpassioned moments would not they feel, be appropriate 
to ideal characters and impassioned situation, and the difficulty of the art lies pre 
cisely in the selection of idealized expressions w hich shall, to the spectator, be sym 
bols of real emotions All but very great actors are redundant in gesticulation, not 
simply overdoing the significant, but unable to repress insignificant movements 
It would be worth the actor’s while to borrow a hint from the story of Vol 
taires pupil, when, to repress her tendency towards exuberant gesticulation, he or 
dcred her to rehearse with her bands tied to her side She began her recitation m this 
enforced quietness, but at last earned away by the movement of her feelings, she 
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flung up her arms, ant! snapped the threads In tremor she began to apologize 
to the poet, he, smiling, reassured her that the gesticulation was then admirable, 
because it was irrepressible If actors will study fine models they will learn that 
gestures, to be effective, must be significant, and to be significant they must be rare 
To stand still on the stage . is one of the elementary difficulties of the art— and 
one which is rarely mastered 


[Acting and Intellect] 

He [William Farren] certainly had a very keen eye for a wide range of 
characteristics, and presented a greater variety of memorable types than any actor 
of his time, and if it is true, as many assert, that off the stage he was rather stupid 
than otherwise, it only shows, what indeed requires no fresh proof, that acting 
is an art very much more dependent on special aptitudes than on general intellectual 
Mgor A man may be a magnificent singer with the smallest philosophical endow 
ments, and a marvellous actor with an amount of information which would deeply 
afflict Mrs Marcct, or of critical insight which would excite the pity of a quarterly 
reviewer We are too apt to generalize from a general term we cil a man clever 
because he surpasses his rivals and as the word clever is used to designate any 
kind of superiority, we rashly conclude that a clever actor ought to be intellectually 
distinguished, and because he is a good mime he must be an acute thinker 

Farren, undoubtedly, had in a high degree the intelligence necessary for his 
art, and the physical qualifications which the art demanded, whatever he may have 
been in private, he was emmendy an intellectual actor, meaning by that phrase an 
actor who produced his effects not by the grotesqueness or drollery of his physique 
but by the dose observation and happy reproduction of characteristics— i e , not by 
appealing physically to our mirthful sensibilities, but indirectly through our Intel 
lectual recognition of the incongruous 

* * • * 

[Truthful Representation or Simulation] 

In how far does the actor feel the emotion he expresses ? When we hear of 
Macready and [John] Liston lashing themselves into a fury behind the scenes in 
order to come on the stage suffictcndy excited to give a truthful representation ot 
the agitations of anger, the natural inference is that these artists recognized the 
truth of the papular notion which assumes that the actor really feels what he ex 
presses But this inference seems contradicted by experience Not only & 11 not °j 
nous that the actor is feigning, and that if he really felt what he feigns he would 
be unable to withstand the wear and tear of such emotion repeated night S“ er 
night, but it is indisputable, to those who know anything of art, that the mere 
presence of genuine emouon would be such a disturbance of the intellectual equilib- 
rium as entirely to frustrate artistic expression Talma told M Barnfcre that he was 
once earned away by the truth and beauty of the actress playing with him 
she recalled him by a whisper Take care. Talma, you are moved! on which he 
remarked, It is really from emotion that difficulties spring the voice balks, the 
memory fails, and gestures become false, and the effect is destroyed , and there 
is an observauon of Mole to a similar effect I was not sausfied with myself to- 
night, I allowed myself to be earned away and did not remain master of mysel 
I felt the situation too strongly I was the character himself, no longer the actor 
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who plajcd the part I had become as real as if I tv ere in my own home To 
achieve the scenic illusion one must be otherwise ” 

Everj one initiated into the secrets of the art of acting will seize at once the 
meaning of this luminous phrase, scenic illusion, and the uninitiated will under 
stand how entirely opposed to all the purposes of the art and all the secrets of effect 
would be representation of passion in its real rather than m its symbolical expres 
sion the red, swollen, and distorted features of grief, the harsh and screaming in 
tonation of anger, are unsuited to art, the paralysis of all outward expression, and 
the flurry and agitation of ungraceful gesticulation which belong to certain power 
ful emotions, may be described by the poet, but cannot be admitted into plastic art. 
The poet may tell us what is signified by die withdrawal of all life and movement 
from the face and limbs, describing the internal agitations or the deadly calm which 
disturb or paralyze the sufferer, but the painter, sculptor, or actor must tell us 
what the sufferer undergoes, and tell it through the symbols of outward expression 
— the internal workings must be legible in the external symbols, and these external 
symbols must also have a certain grace and proportion to affect us esthetically 

All art is symbolical If it presented emotion in its real expression it would 
cease to move us as art, sometimes cease to move us at all, or move us only to 
laughter There is a departure from reality in all the stage accessories The situa 
tion, the character, the language, all are at variance with daily experience Emotion 
does not utter itself in verse nor in carefully chosen sentences . 

The reader sees at once that as a matter of fact the emotions represented by 
the actor are not agitating him as they would agitate him in reality, he is feigning 
and we know that he is feigning, he is representing a fiction which is to move us as 
a fiction, and not to lacerate our sympathies as they would be tacerated by the 
agony of a fellow-creature actually suffering in our presence The tears we shed are 
tears welling from a sympathetic source, but their salt bitterness is removed, and 
their pain is pleasurable 

But now arises the antinomy, as Kant would call it — the contradiction which 
perplexes the judgment If the actor lose all power over his art under the disturb- 
ing influence of emotion, he also loses all power over his art m proportion to his 
deadness to emotion If he really feel, he cannot act, but he cannot act unless he 
feel All the absurd efforts of mouthing and grimacing actors to produce an effect, 
all the wearisomeness of cold conventional representation — mimicry without life — 
we know to be owing to the unimpassioned talent of the actor Observe, I do not 
say to his unimpassioned nature It is quite possible for a man of exquisite sen 
vk/kty to be. ludravas tars, vtv Vis s&mg, A be Tic K \Vit ray&v&va VsksA 

of expression, or has not yet learned how to modulate it so as to give it due 
effect. But although it is quite possible for an actor to have sensibility without 
the talent of expression, and therefore to be a tame actor though an impassioned 
man, it is wholly impossible for him to express what he has never felt, to be an 
impassioned actor with a cold nature 

And here is the point of intersection of the two lines of argument just fol 
lowed out The condition being that a man must feel emotion if he is to express 
it, for if he does not feel it he will not know how to express it, how can this 
be reconciled with the impossibility of his affecting us esthetically while he is 
disturbed by emotion? In other words how far does he really feel the passion 
he expressed? It is a question of degree As in all art, feeling lies at the root, 
but the foli3ge and flowers though deriving thetr sap from emotion, derive their 
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form and structure from the intellect The poet cannot write while h« tyts ate 
full of tears, while his nerves are trembling from the mental shock, and his 
hurrying thoughts are too agitated to settle into definite tracks But he must 
have felt, or his verse will be a mere echo It is from the memory of past 
feelings that he draws the beautiful image with which he delights us He is 
tremulous again under the remembered agitation, but it is a pleasant tremor, 
and in no way disturbs the dearness of his intdlect He is a spectator of his 
own tumult, and though moved by it, can yet so master tt as to select from 
it only these elements which suit his purpose Wc are all spectators of our 
selves, but it is the peculiarity of the artistic nature to indulge in such intro- 
spection even m moments of all but the most disturbing passion, and to draw 
thence materials for art This is true also of the fine actor, and many of my 
readers will recognize the truth of what Talma said of himself I have suf 
fered cruel losses, and have often been assailed with profound sorrows, but after 
the first moment when grief vents itself in cries and tears I have found my 
self involuntarily turning my gaze inwards, and found that the actor was un 
consciously studying the man, and catching nature in the act It i$ only by 
thus familiarizing oneself with the nature of the various emoUons, that one 
can properly interpret them But even that is not enough They must be 


watched in others, the interpreting key being given in our own consciousness 
Having something like an intellectual appreciation of the sequences of feeling 
and their modes of manifestation the actor has next to select out of these such 
as his own physical qualifications enable him to reproduce effectively, and such 
as will be universally intelligible To quote Talma once more Yes, wc must 
be sensible, we must experience emotion in order to re-create it better, m order 
to grasp its nature by study and reflection Our art requires depth No improvi 
sation is possible on the stage without penalty of failure All is calculated alt 
must be foreseen — both the emotion which seems unexpected and the pertuiba 
tion which seems involuntary The intonation, the gesture, and the facial expression 
which seem inspired will have been repeated a hundred times ’ 

All this I may assume the reader to accept without dissent, and yet anUd 
pate his feeling some perplexity in reconciling it with the anecdotes which started 
this digression Surely, he may say, neither Macready nor Liston could have 
been so unfamiliar with rage and its manifestations that any hesitation coin 
paralyze their efforts to express these Why then this preparation behind the 
scenes? Simply because it was absolutely necessary that they should be in a 
state of excitement if they were to represent it with truthfulness, and having tern 
peraments which were not instantaneously excitable by the mere imagination 
of a scene, they prepared themselves Actors like Edmund Kean, BacheJ o r 
Lemaltre found no difficulty in the most rapid transitions, they could one moment 
chat calmly and the next explode The imaginative sympathy instan taneous y 
called up all the accessories of expression, one tone would send vibrauons 


through them powerful enough to excite the nervous discharge 

The answer to the question, How far does the actor feel? is, therefore, 
something like this He is m a state of emotional excitement sufficiently strong 
to furnish him with the elements of expression, but not strong enough to preven 
his modulating the one and arranging the other according to a preconceive 
standard His passion must be ideal — sympathetic not personal He may j 12 
with a rival’s hate the actress to whom he is manifesting tenderness, or lQVC 
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with a husbands love the actress to whom he is expressing vindictiveness, but 
for Juliet or Desdemona he must feel love and wrath 

We sometimes hear amateur critics object to fine actors that they are every 
night the same, never varying their gestures or their tones This is stigmatized 
as “mechanical”, and the critics innocently oppose to it some ideal of their own 
which they call ‘inspiration” Actors would smile at such nonsense What is 
called inspiration is the mere haphazard of carelessness or incompetence, the 
actor is seeking an expression which he ought to have found when studying his 
part. What would be thought of a singer who sang his ana differently every 
night ? In the management of his breath, the distribution of light and shade, 
m his phrasing, the singer who knows how to sing never varies The timbre 
of his voice, the energy of his spirit, may vary, but his methods are invariable 
Actors learn their pans as singers learn their songs Every detail is deliberative, 
or has been deliberated The very separation of art from nature involves this 
calculation. The sudden flash of suggestion which is called inspiration may be 
valuable, it may be worthless, the artistic intellect estimates the value, and adopts 
or rejects it accordingly. 

Trusting to the inspiration of the moment is like trusting to a shipwreck 
for your first lesson in swimming 

MARIE WILTON BANCROFT 

(1840-1921) 

SQUIRE BANCROFT 

(1841 1926) 

In the development of native realism m England the names of the Bancrofts 
stand out They had both been moving in the direction of natural acting before 
they joined forces as artists (and then as husband and wife), at the Prince of Wales 
Theatre in 1865 Marie Wilton Bancroft had begun her career at the age of five 
in a minor part in one of the Macready productions After the usual round of pro- 
vincial playing she made her mark in London, especially in theatrical burlesques, 
to which realism and refinement had been brought by the lovely Madame Vestns 
When she decided to become a manager with the aid of H J Byron, a writer of 
burlesques, she was already accounted one of the best all round actresses on the 
London stage 

Her husband and artistic partner, Squire Bancroft, started his dramatic career 
in Birmingham in 1861 He then played in the provinces where he acted with such 
stars as Samuel Phelps, Charles Kean, Dion Boucicault, and E A Sothein, whom 
he studied and imitated He had also played under Charles Mathews, the elegant 
comedian, who with Madame Vestns had brought a natural air to comedy and had 
introduced realism in staging Boucicault s London Assurance With this training 
behind him, Bancroft was hired by Miss Wilton and Byron for their managerial 
adventure at the Pnncc of Wales Theatre They refurbished this out-of the way the 
atre, which had frequently been called the * dusthole," and by their generally high 
artistic standards made it one of the important theatres of the day 

The details of their life and work together they themselves have charmingly 
retold in their recollections They opened their theatre in April, 1865, with comedy 
and burlesques and probably would have continued in this vein had not the play 
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Society by Tom Robertson been brought to their attention Other London pro- 
ducers had turned it down The decision of the Bancrofts to produce Society 
brought together for a series of successful seasons a group of young actors devoted 
to realism m playing and the writer who was the first in England to provide native 
plays in the manner of Dumas and Sirdou Until Robertson’s death m 1871 they 
played his simply tided plays, Society Ours , Caste Play and School 

In 1880 the Bancrofts left their small theatre and moved to the finer Haymarket 
Theatre Among the changes which they made here was the removal of the pit 
seats They remained at the Haymarket until 1885 when they bade farewell to 
managerial duties 

In use of realistic scenery and stage properties, in ensemble playing and staging 
the Bancrofts consolidated the advances of forerunners like Boucicault, Vestns, and 
Fechter They no longer used stock scenery for each production, but attempted to 
set each play in its proper atmosphere As actors the Bancrofts and such members 
of their company as John Hate, Ellen Terry, Johnston Forbes Robertson, and Ai 
thur Wing Pinero, later famous as a writer brought a freshness to their playing 
that earned them high praise They were displaying in England some of the ease 
and naturalism of the Trench players of the period The critic Justm McCarthy 
praised their work in these words Marie Wilton was realistic in the higher and 
better sense of the word — she could express human emotion exactly as it might a 
press itself in the life of an English home, but at the same time she had that true 
dramatic instinct which enabled her to divine the deeper feelings that might never 
reveal themselves to the ordinary observer . Bancroft was a consumate actor in 
the parts which he believed suited to him . His acting was always natural, always 
in the true sense dramatic, but it was never melodramatic, he never sought to pro- 
duce effects which might not be associated with the incidents of ordinary human 
life ’ 

Arthur Wing Pinero evaluated their work in tl]e following tribute to Bancroft 
‘ It is my opinion expressed h-re as it is elsewhere, that the present advanced condi 
tion of the English stage— throwing as it does a dear, natural light upon the man 
ner, life and people, where a few years ago there was nothing but mouthing and 
tinsel — is due to the crusade begun by Mrs Bancroft and yourself m your little 
Prince of Wales Theatre ” 


Reality of Emotion on the Stage 

by Marie Wilton Bancroft 

When I am studying a part I never lose sight of it I get between the lines an 
round about their meaning by reading them again and again until I am able to 
underst-md perfectly their purpose, which I know is the only way to arrive at tha 
undercurrent of feeling which should travel from actor to audience I study every 
emotion that the character is capable of, and then decide upon the rendering whic 
touches me most and is best suited to my method and style At last I absolute y 
live in the part, and associate myself so closely with it, that by the time I stt P ca 
the stage to play it, I am for the time, as it were, in thought and feeling, the person 
I represent .. 

Squire and Marie Wilton Bancroft Mr and Mrs TSancrofl On and OS H* Stage l Volv®** 
London Richard Bentley and Son, 1888, Volume II, pp. 47, 52 
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The performance of a moving situation, without the true ring of sensibility m 
the actor, must fail to affect an) one An emotional break in the voice must be 
brought about naturally, and by a true appreciation of the sentiment, or what does 
it become? I can only compare it to a bell \wth a wooden tongue — it makes a sound, 
but there it ends I cannot simulate suffering without an honest sympathy with it 
I hold that without great nervous sensibility no one can act pathos It is a casket 
with the jewel absent The voice in emotion must be prompted by the heart, and 
if that is “out of tune and harsh,” why then, indeed, the voice is ‘ like sweet bells 
jangled ’ Art should help nature, but nature must help art They are twin sisters, 
and should go hand m hand, but nature must be the first born. I was once un 
pressed by a small child s criticism He watched for a long time, silently and at 
tcntnely, a scene of great emotional interest between two people. When asked what 
he thought of it, he answered, * I like that one best ” Why ? ” She speaks like telling 
the truth and the other speaks like telling lies ” What criticism can be finer than 
this? One was acting straight from the heart, the other from not even next door 
but one to it. 


Long Runs and Other Evils 

by Squire Bvncroit 

What would a barrister say to pleading the same cause for one, two, 
or three hundred days running with no occasional rising of the court, even if 
given the variety of appealing to a fresh jury? Long runs of plays are wonder 
fully remunerauve to die manager, and a great relief from anxiety and work, 
but must be, eventually, very destructive to our art After about fifty consecuuve 
nights, in poor belief, the actor has done all in his power with any part, to say 
nothing of having then played it to the most appreciative audiences, for that time 
will have been more or less taken up by keen theatregoers, and he will after 
wards often find himself acting to many who only by the programme know 
so much as his name Except at intervals, after some such first run, would it 
be to the actors professional advancement to constantly repeat any character, 
such occasional performances would suffice for showing new ideas and improve 
ments I think I am inclined, in talking of long runs, to remember the words of 
the immortal Siddons, when she first entered Drury Lane Theatre, before the 
original enormous size of its interior was reduced The great actress looked 
quiedy around the vast building, and then said, with a sigh ‘Behold the tomb 
or the drama”* 

# • * * 

Mr Tree has told us [that] acting cannot be taught, I echo his words 
This is a truism often uttered, but if you go through the various professions, which 
of them can be taught? Can painting be taught? Can music be taught? Can sue 
cess at the Bar be achieved by teaching? What is the truth m these matters? You 
cannot teach a man to be an artist — that is a question of talent and natural aptitude. 
But you can prepare the ground plan — you can bring order out of chaos — you can 
regulate the conditions out of which your great artist may emerge, and thus re 
move the stumbling blocks which cumber the path to Parnassus’ As an eloquent 

Squire and Mine Hilton. Bancroft Mr ant l Kn Bancroft On *ni Off tbt Slajc, 2 Volume. 
London Richard Bentley and Son, 1888, Volume II, p. 35J 
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postscript I add the words of a French writer, which were quoted on this subject 
at the Pans Conservatoire by that distinguished actor, Monsieur Le Bargy, I teach 
not, I awaken ” 

Perhaps some advice . imy be accepted from one who for many years shared 
the burden and the strain of theatrical management — beginning at a strangely early 
age Its rewards, when they happily befall those who go upon the stage, ace hardly 
earned and fully merited, for I know of no other career so arduous, so exacting 
passing, as much of it always must be passed, both in failure and success, in the 
full glare of electricity and publicity a remark which applies to the rank and file 
as well as to its leaders Hard as I know it is to avoid that glare, to shrink from its 
seductive glitter, something in that direction may at least be wisely done remem 
bering always, instead of forgetting constantly, the charm which ever haunts the 
theatre — mystery It is a sad mistake to break that charm, to parade its secrets, and 
the gainer, in my judgment, would be he who sometimes shields himself behind 
the veil When the young actor enters the stage door, he soon learns that the palace 
or the hovel are alike but paint and canvas, he should be careful, however, to keep 
the disillusion to himself, instead of being in a hurry to let his friends know that 
he has found his new world out Let novices recollect that they have embarked 
upon a life which, so to speak, begins backwards — being one of the professions in 
which youth is an asset— sometimes, I fear, the 'only stock in trade, the outlook 
then is sad indeed Let them start with the resolve to leave their calling richer 
than they found it, by striving to add a stone to the monument of its greatness, and 
to write, if not a page, at least a phrase in its history, for I contend that although 
the gifts and qualities essential to make a really great actor are as rare as those 
needed to excel in the other arts, moderate adaptability, backed up by patience, will 
earn a fair and useful position on the stage Let Shakespeare s precepts to the play 
ers abide in their memory, and let this verse by Wordsworth live there also 
Keep, ever keep, as if by touch 
Of self restraining art, 

The modest charm ot not too much — 

Part seen, imagined part 

Let me remind them that the refined and cultured Barton Booth — to whose 
memory there is also a monument in Poets’ Corner, although his bones rest else 
where — argued that the longest life was too short for the endless study of the actor 
Let them remember that Rubinstein satd if he neglected one day’s practice he knew 
it the next day, the critics knew it the day after, and the public knew it the 
after that Let them not be too elated when praised, nor too cast down when fou" 
fault with accepting criticism, when it comes from a capable pen, as a valuabc 
stimulant Let them beware of the tendency of the day to overdo the necessary **** 
of cosmetics — even the light of genius cannot shine through a mask One final warn 
mg let them believe that they would lose little but gam much m standing W° K 
aloof from some forms of notoriety, fewer interviews, fewer paragraphs, and fewer 
photographs, would m the end better serve them than their perpetual and irritating 
so called advertisement, Shakespeare knew well the meaning of his words All 
worlds a stage,” and would not admire their corruption by any of its followers 
into ‘ The stage is all the world ” 1 

, Squue Bancroft Dramatic Thoughts Retrospective Anticipate*. Londoni Fortnightly R* 
view May, 1905, pp 940 94t Copyright 1901 By ptrmstton of Tit Fortnightly 
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HENRY IRVING 

(1838-1905) 

Sir Henry Irving (John Henry Brodribb), the first actor in England to be 
knighted for histrionic achievements, was the logical heir of Charles Kean’s pro 
ductions at the Princess Theatre m the mid-century His acting was derived from 
the major figures of the century, especially from Macready’s disciple, the actor man 
ager Samuel Phelps, whom Irving studied The realistic innovations of Boucicault, 
Alfred Wigan, the Bancrofts, and Fcchter also influenced his craft 

Born in Cornwall, Irving came to London early to attend school and to 
work He studied elocution with an actor in the Sadler’s Wells company through 
whom he met Samuel Phelps Like others in this period Irving turned to the prov 
mces to acquire experience He made his first appearance in 1856 and followed it 
by playing for some two years in Edinburgh with older troupers like Helen Faucit 
and the American Charlotte Cushman In the mid sixties he began to perform suc- 
cessfully in London He joined H L. Bateman’s Lyceum Theatre company where, 
in November of 1871, he made his first mark as Mathias in The Bells, a role which 
he kept in his repertory for many years At the Lyceum he performed also in W G 
Wills’ Charles I and treated London with his unconventional portrayal of Hamlet 
In 1878 he became the manager of the Lyceum Theatre and began his reign as 
actor manager With him was Ellen Terry, the finest actress of her day Together 
they acted such standbys as The Merchant of Venice, Othello, Much Ado About 
Nothing, and Hamlet To all these productions Irving brought not only his orig 
inal qualities as an actor, but also his excellent taste m staging and scenic design 
His plays were artistic spectacles In 1881 the Lyceum housed a gala theatrical 
event when Edwin Booth joined Irving and Ellen Terry in performances of Othello 
The two stars alternated in the roles of lago and Othello Irving and his company 
were is well known in America as in England, for at various times they made long 
visits to the States 

All agreed that Irving’s productions were the finest in good taste and realism 
His notable staging of group scenes was probably influenced by the London per 
formanccs of the Saxe Meiningcn ensemble in 1881 Irving’s own acting, however, 
created violent partisanships A disciple like Gordon Craig, Ellen Terry's son, ad 
mired Irving and praised him for the fact that he acted best in second rate melo- 
dramas in which his own creauvencss did not compete with that of the author 
Most of the critics acknowledged that Irving was unsuccessful in the major, tradi 
tional tragic roles It was not merely his inadequate voice and peculiar gait, which 
all commented upon, that prevented him from achieving success m these roles As 
his address printed here suggests, Irving was more interested in hyplay and in the 
creation of the role as an actor than in merely presenting the words and thoughts 
of the dramatist He believed that high tragedy should be played in the realistic 
manner which had heretofore been confined to comedy and melodrama Descrip- 
tions of Irving as Mathias taking off his shoes in the first scene of The Bells reveal 
the fact that he set the tone of his characterization by realistic by play 

The critic Clement Scott lauded Irving’s intellectual conception of Hamlet and 
the realism of his performance in Boucicauk’s adaption of the French play Lows XI, 
but then Scott was the critic who earned the English banner against Ibsen George 
Bernard Shaw commented adversely upon Irving, and criucized him severely for 
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neglecting contemporary plays Max Beerbohm, evaluating Irving after the actors 
death, wrote “A mote plausible grievance against Irving, as manager, is that la 
quest of bustling romances or melodramas he seemed generally to alight on hack 
work I think there can be no doubt that he was lacking in literary sense, and was 
content with any play that gave him scope for a great and central display of his 
genius in acting He did not, of course, invent the ‘star system But he earned it 
as far as it could be carried.' 

The heated paper controversy between Irving and Coquelm on the issues of 
Diderot’s Paradox of Acting led to William Archer’s investigation of emotionalism 
MasJfS or Faces? 

The following lecture was delivered by Irving at Harvard University on March 

30, 1885 


The Importance of By Play 

Now, what is the art of acting? I speak of it in its highest sense, as the art to 
which Roscius, Betterton, and Garrick owed their fame It is the art of embodying 
the poets creations, of giving them flesh and blood of making the figures which 
appeal to your mind s eye in the printed drama live before you on the stage To 
fathom the depths of character, to trace its latent motives, to feel its finest quiverings 
of emotion, to comprehend the thoughts that arc hidden under words, and thus pos 
sess one s self of the actual mind of the individual man — such was Macrcady s den 
nition of the players art, and to this we may add the testimony of Talma He 
describes tragic acting as the union of grandeur without pomp and nature with 
out triviality It demands, he says, the endowment of high sensibility and intern 
gence 

You will readily understand from this that to the actor the well worn maxim 
that art is long and life is short has a constant significance The older we grow the 
more acutely alive we are to the difficulties of our craft I cannot give you a better 
illustration of this fact than a story which is told of Macready A friend of mine, 
once a dear friend of his, was with him when he played Hamlet for the last tune 
The curtain had fallen, and the great actor was sadly thinking that the part he 
loved so much would never be his again And as he took off his velvet mande and 
laid it aside, he muttered almost unconsciously the words of Horatio, Good night, 
sweet Prince , then turning to his friend, * Ah, said he, I am just beginning to 
realize the sweetness, the tenderness, the gendeness of this dear Hamlet! Believe me 
the true artist never lingers fondly upon what he has done He is ever thinking o 
what remains undone ever striving toward an ideal it may never be his fortune to 
attain 

There are people who fancy they have more music in their souls than v' a* 
ever translated into harmony by Beethoven or Mozart There are others who thin 
they could paint pictures, write poetry — m short, do anything, if they only made 
the effort To them what is accomplished by the practiced actor seems easy an 
simple But as it needs the skill of the musician to draw the full volume of 
quence from the written score, so it needs the skill of the dramatic artist to deve op 
the subtle harmonies of the poetic play In fact, to do and not to dream ,s 

Henry Irving The Art of Act ng (1881) Tie Drama London Will am Heinen»* n0 
pp. 40 69 passim 
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mainspring of success in life The actor s art is to act and the true acting of any 
character is one of the most difficult accomplishments I challenge the acute student 
to ponder o\er Hamlet’s renunciation of Ophelia— one of the most complex scenes 
in all the drama — and say that he has learned more from his meditations than he 
could be taught by players whose intelligence is equal to his own To present the 
man thinking aloud is the most difficult achievement of our art. Here the actor 
who has no real grip of the character, but simply recites the speeches with a certain 
grace and intelligence, will be untrue The more intent he is upon the words, and 
the less on the ideas that dictated them, the more likely he is to lay himself open 
to the charge of mechanical interpretation It is perfectly possible to express to an 
audience all the involutions of thought, the speculation, doubt, wavering, which 
reveal the meditative but irresolute mind As the varying shades of fancy pass and 
repass the mirror of the face, they may yield more material to the studious play 
goer than he is likely to get by a diligent poring over the text. In short, as we 
understand the people around us much better by personal intercourse than by all 
the revelations of written words— for words, as Tennyson says, ‘half reveal and 
half conceal the soul within, so the drama has, on the whole, infinitely more sug 
gesuons when it is well acted than when it is interpreted by the unaided judgment 
ot the student. It has been said that acting is an unworthy occupation because it 
represents feigned emotions but this censure would apply with equal force to poet 
or novelist. Do not imagine that I am claiming for the actor sole and undivided 
authority He should himself be a student, and it is his business to put into practice 
the best ideas he can gather from the general current of thought with regard to 
the highest dramatic literature But it is he who gives body to those ideas — fire, 
force, and sensibility, without which they would remain for most people mere airy 
abstractions 

It is often supposed that great actors trust to the inspiration of the moment. 
Nothing can be more erroneous There wall, of course, be such moments, when an 
actor at a white heat illumines some passage with a flash of imagmauon (and this 
mental condition, by the way, is impossible to the student sitting in his armchair), 
but the great actors surprises are generally well wetghed, studied, and balanced 
We know that Edmund Kean constantly practiced before a mirror effects which 
startled his audience by their apparent spontaneity It is the accumulation of such 
effects which enables an actor, after many years, to present many great characters 
with remarkable completeness 

I do not want to overstate the case, or to appeal to anything that is not within 
common experience, so I can confidently ask you whether a scene in a great play 
has not been at some time vividly impressed on your minds by the delivery of a 
single line, or even of one forcible word Has not this made the passage far more 
real and human to you than all the thought you have devoted to it? An accom 
phshed critic has said that Shakespeare himself might have been surprised had he 
heard the Tool, fool, fool 1 of Ldmund Kean. And though all actors are not 
Keans, they have in varying degree this power of making a dramatic character 
step out of the page, and come nearer to our hearts and our understandings 

After all, the best and most convincing exposition of the whole an of acting 
is given by Shakespeare himself To hold, as twerc, the mirror up to nature, to 
show virtue her own feature, scorn her own image, and the very age and body of 
the time his form and pressure. Thus the poet recognized the actors art as a 
most potent ally in the representation of human life. He believed that to hold the 
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mirror up to nature was one of the worthiest functions in the sphere of labor, and 
actors are content to point to his definition of their work as the charter of their 
privileges 

Practice of the Art 

The practice of the art of acting is a subject difficult to treat with the necessary 
revi y. eginners are naturally anxious to know what course they should pursue 
n common with other actors, I receive letters from young people, many of whom 
are very earnest in their ambition to adopt the dramatic calling, but not sufficiently 
alive to the fact that success docs not depend on a few lessons in declamation When 
1 was a boy I had a habit which I think would be useful to all young students Be 
tore going to see a play of Shakespeare’s I used to form-m a very juvenile way- 
a t eory as to the working out of the whole drama, so as to correct my conceptions 
by those of the actors and though I was, as a rule, absurdly wrong, there can be 
no doubt that any method of independent study is of enormous importance, not 
o y to youngsters, but also to students of a larger growth Without it the mind is 
ap to take its stamp from the first forcible impression it receives, and to fall into a 
servile dependence upon traditions, which, robbed of the spirit that created them, 
t i P ureI y t m, «hicvous What was natural to the creator is often unnat 
an , 1 5 css in imitator No two people form the same conceptions of char 
, thercforc K IS always advantageous to sec an independent and courageous 
position of an original ideal There can be no objection to the kind of training 
** ‘ mparts i a knowledge of manners and customs, and the teaching which per 
° S L, m v e < kP° rtmcnt on the stage is necessary and most useful, but you can 
not possibly be taught any tradition of character, for that has no permanence Noth 
g more fleeting than any traditional method of impersonaUon You may learn 
rut a fu rTIC , . r P cr , sona g c uscd to stand on the stage, or down which trap the 
0 °, tu*? ^ at ^ cr vanished, but the soul of interpretauon is lost, and it >s 
u ^ 3C ! 0r , ^ aS to rc_crcate f° r himself It is not mere attitude or 

tone that has to be studied, you must be moved by the impulse of being you must 
impersonate and not recite 

Thc . re T h " aI 'r a y s , b ”'> a controversy as to the province of naturalism in Bn 
matic art. In England it has been too much the custom, I believe, while demand 
mg naturalism in comedy, to expect a false inflation in tragedy But there is no 
reason why an actor should be less natural in tragic than in lighter moods Passions 
vary in expression according to molds of character and manners, but their realaf 
should not be lost even when they are expressed the heroic forms of the drama 
a very simple test is a reference to the records of old actors What was it in their 
performances that chiefly impressed their contemporaries? Very rarely the mens 
ured recitation of this or that speech, but scry often a simple exclamation that deeply 
TkJ “B A aud “° rs ’ | b «™*' 'I was a gleam of nature in the midst of declamation 
the 1 nthee, undo this buttonl of Gamch, svas remembered when many stately 
“j r “ ces wcre forgotten In our day the contrast between artificial declamation 
and the accents of nature is less marked, because its delivery is more uniformly 
simple, and an actor who lapses from a natural into a false tone is sure to find 
that his hold upon hts audience is proportionately weakened .. 

1 ci r nat e staE ' ls most difficult, and yet a gram of nature is worth 

a bushel of arufice But you may say— svhat is nature? I quoted just now Shakes 
peaces definition of the actor’s art After the exhortation to hold the mirroi up 
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to nature, he adds the pregnant warning ‘This overdone or come tardy off, though 
it make the unskilful laugh, cannot but make the judicious grieve, the censure of 
which one must in your allowance o’erweigh a whole theatre of others ” Nature 
may be overdone by triviality in conditions that demand exaltation, for instance, 
Hamlet’s first address to the Ghost lifts his disposition to an altitude far beyond 
the ordinary reaches of our souls, and his manner of speech should be adapted to 
this sentiment But such exaltation of utterance is wholly out of place in the purely 
colloquial scene with the Gravedigger 

Like the practiced orator, the actor rises and descends with his sentiment, and 
cannot always he in a fine frenzv This variety is especially necessary m Shakes- 
peare, whose work is essentially different from the classic drama, because it presents 
every mood of mind and form of speech, commonplace or exalted, 3s character and 
situation dictate whereas m such a play as Addisons Cato everybody is consist 
ently eloquent about everything 

There are many causes for the growth of naturalism in dramatic art, and 
amongst them we should remember the improvement in the mechanism of the stage 
For instance, there has been a remarkable development in stage lighting In old pic 
tures you will observe the actors constantly standing in a line, because the oil lamps 
of those days gave such an indifferent illumination that everybody tried to get into 
what was called the focus — the * blaze of publicity ’ furnished by the ‘ float or 
footlights The importance of this is illustrated by an amusing story of Edmund 
Kean, who one night played Othello with more than his usual intensity An ad 
mirer who met him m the street next day was loud m his congratulations I reallv 
thought you would have choked lago, Mr Kean — >ou seemed so tremendously in 
earnest ‘ In earnest' ’ said the tragedian, * I should think so' Hang the fellow, 
he was trying to keep me out of the focus ” 

I do not recommend actors to allow their feelings to carry them away like 
this, but it is necessary to warn you against the theory expounded with brilliant 
ingenuity by Diderot, that the actor never feds When Macready played Virginius, 
after burying his beloved daughter, he confessed that his real experience gave a 
new force to his acting in the most pathetic situations of the play Are we to sup- 
pose that this was a delusion, or that the sensibility of the man was a genuine aid 
to the actor? [John] Bannister said of John Kemble that he was never pathetic 
because he had no children Talma says that when deeply moved he found himself 
making a rapid and fugitive observation on the alteration of his voice, and on a 
certain spasmodic vibration which it contracted m tears Has not the actor who can 
thus make his feelings a part of his art an advantage over the actor who never 
feds, but who makes his observations solely from the fedings of others? It is nec 
essary to this art that the mind should have, as it were, a double consciousness, in 
which all the emotions proper to the occasion may have full swing, while the actor 
is all the time on the alert for every detail of his method It may be that his play 
ing will be more spirited one night than another But the actor who combines the 
electric force of a strong personality with a mastery of the resources of his art 
must have a greater power over his audience than the passionless actor who gives 
a most artistic simulation of the emotions he never experiences 

Now, in the practice of acting, a most important point is the study of docu 
tion, and in elocution one great difficulty is the use of sufficient force to be generally 
heard without being unnaturally loud, and without acquiring a stilted delivery The 
advice of the old actors was that you should always pitch your voice so as to be 
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heard by the back row of the gallery — no easy task to accomplish without offending 
the ears of the front row of the orchestra And I should tell you that this exaggera 
tiorv applies to everything on the stage To appear to be natural, you must in reality 
be much broader than nature To act on the stage as one really would in a room 
would be ineffective and colorless I never knew an actor who brought the art of 
elocution to greater perfection than the late Charles Mathews, whose utterances on 
the stage appeared so natural that one was surprised to find when near him that he 
was really speaking in a very loud key There is a great actor in your own country 
to whose elocution one always listens with utmost enjoyment — I mean Edwin Booth. 
He has inherited this gift, I believe from his famous father, of whom I have heard 
it said, that he always insisted on a thorough use of the “instruments"— by which 
he meant the teeth — in the formation of words 

An imperfect elocution is apt to degenerate into a monotonous uniformity of 
tone Some wholesome advice on this point we find in the Life of Betterton 
Now, on the question of pronunciation there is something to be said, which, 
I think, in ordinary teaching is not sufficiendy considered Pronunciation on the 
stage should be simple and unaffected, but not always fashioned rigidly according 
to a dictionary standard No less an authority than Cicero points out that pronun 
ciation must vary widely according lo the emotions to be expressed, that it may be 
broken or cut, with a varying or direct sound, and that it serves for the actor the 
purpose of color to the painter, from which to draw his variations ... Words are 
intended to express feelings and ideas, not to bind them m rigid fetters The ac 
cents of pleasure are different from the accents of pain, and if a feeling is more 
accurately expressed, as in nature, by a variation of sound not provided for by the 
laws of pronunciation, then such imperfect laws must be disregarded and nature 
vindicated The word should be the echo of the sense 

The force of an actor depends, of course, upon his physique, and it is neces- 
sary, therefore, that a good deal of attention should be given to bodily training 
Everything that develops suppleness, elasticity, and grace — that most subtle charm 
—should be carefully cultivated, and in this regard your admirable gymnasium u 
worth volumes of advice Sometimes there is a tendency to tram the body at the 
expense of the mind, and the young actor with striking physical advantages fl>o» 
beware of regarding this fortunate endowment as his entire stock in trade That 
way folly lies, and the result may be too dearly purchased by the fame of a pho- 
tographer’s window It is clear that the physique of actors must vary, there can 
be no mditary standards of proportions on the stage Some great actors have had 
to struggle against physical disabilities of a serious nature Betterton had an unpre 
fK&rc&Hvg fact, vc. bad kjtkivr. \thot livX.irMe -was ttc/cWird *»aYi 1 •hmlV., asthmatic 
voice, and yet by his digmty, and the force of his personality, he was able to achieie 
the greatest effects In some cases a super abundant physique has incapacitated acton 
from playing many parts The combination in one frame of all the gifts of mm 
and all the advantages of person is very rare on the stage, but talent will conqu ff 
many natural defects when it is sustained by energy and perseverance 

With regard to gesture, Shakespeare’s advice is all-cmbracing ' Suit the action 
to the word, the word to the action, with this special observance that you over step 
not the modesty of nature ” And here comes the consideration of a very maten 
part of the actor’s business — by play This is of the very essence of true art. K 
more than anything else significant of the extent to which the actor has idcnuW 
himself with the character he represents Recall the scenes between Iago and Otheiio, 
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Geniality in comedy is one of the rarest gifts Think of the rich unction of Falstatf, 
the mercurial fancy of MercuUo, the witty vivacity and manly humor of Benedick 
— think of the qualities, natural and acquired, that are needed for the complete por 
trayal of such characters, and you will understand how difficult it is for a comedian 
to rise to such a sphere In tragedy, passion or intensity sweeps all before it, and 
when I say passion, I mean the passion of pathos as well as wrath or revenge These 
are the supreme elements of the actor’s art, which cannot be taught by any system, 
however just, and to which all education is but tributary. 


ELLEN TERRY 
(1848 1928) 

A child of actors, Ellen Terry made her first appearance on the stage as the boy 
Mamilhus in Charles Keans production of The Winter's Tale at the Princess Thea 
tre in 1856 In the next few years she acted such parts as that of Puck, Arthur in 
King John, and Fleancc in Macbeth After some work at the Theatre Royal in 
Bristol she came to London again to play at the Haymarket Theatre in 1863, where 
she took a part in the famous production of Tom Taylor s Our American Counn 
At the New Queen’s Theatre under Alfred Wigan’s (1814 1878) direction, she had 
occasion to act with Henry Irving She spent some time working with Charles 
Reade, from whom she learned much With the Bancrofts she made her first great 
success in the role of Portia, and at the Court Theatre, directed by Sir John Hair 
she played the title role of Olivia in W. G Will’s adaptation of The Vicar of 
Wakefield. 

The important period of her career came after 1878 when she was engaged by 
Henry Irving to play Ophelia to his Hamlet From that time until 1896 she enacted 
all the leading female roles m Irving’s productions. It was her beauty and artistry 
as well as the characterizations of Irving that drew people to the Lyceum Theatre 
Although she was not a tragedian or an actress of \ery wide range, she was greaUy 
admired m such roles as Portia and Olivia 

Parting with Irving in 1902, she played with Frank Benson and Beerbohm 
Tree for a while. In 1903 she managed the Imperial Theatre in Westminster, where 
her son Gordon Craig staged some productions for her. After leaving Irving * * 
performed the plays of her contemporaries Shaw and Barrie During the seeon 
decade of the twentieth century she lectured on Shakespeare in England and in 1 c 
United States Her last appearance on the stage took place in 1925 at the Lync 
Theatre Hammersmith where she played in Walter de la Mare’s Crossing 


The Three ’Ts” 

Imagination! Imagination! I put it first years ago, when I was asked "hat 
qualities I thought necessary for success upon the stage And I am still of the s 

I"--* ..A Is" — arc >U 

s, without any doubt, u^S 


i muugm nctcisaty auiLQi upun uic 

opinion Imagination, industry, and intelligence — i 
pensable to the actress, but of these three the greatest 
lnation. 


Ellen Terry’ t Memoirs, with ■ preface, note* ind additional biographical cfc»pt ,f ‘ 
Craig »od Christopher St. John. New York G P Putnam** Sons, 1912, ptuhn 
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A s I read these notes of his [Charles Reade] on anti-climax, monotony of pace, 
ind all the other offenses against scientific principles of acting . . I feel more strongly 
han ever how important it is to master these principles. Until you have learned 
hem and practiced them you cannot afford to discard them There is all the differ- 
:nce in the world between departure from recognized rules by one who has learned 
o obey them, and neglect of them through want of training or want of skill or 
.vant of understanding Before you can be eccentric you must know where the 
:ucle is 

Nowadays acting is less scientific (except in the matter of voice production) 
:han it was when I was receiving hints, cautions and adv ice from my two dramatic 
:nends, Charles Reade and Tom Taylor, and the leading principles to which they 
ittached importance have come to be regarded as old fashioned and superfluous 
This attitude is comparatively harmless m the mterpretauon of those modern plays 
in which parts are made to fit the actors and personality is everything But those 
who have been led to believe that they can make their own rules find their mis 
take when they come to tackle Shakespeare or any ot the standard dramatists 
in which the actors have to fit themselves to the parts Then, if ever, technique 
is avenged! 

All my life the thing which has struck me as wanting on the stage is variety 
Some people are ' tone deaf,’ and they find it physically impossible to observe 
the law of contrasts But even a physical deficiency can he overcome by that 
faculty for taking infinite pains which may not be genius but is certainly a 
good substitute for it When it comes to pointing out an example, Henry Irving 
is the monument, the great mark set up to show the genius of will For years 
he worked to overcome the dragging leg, which seemed to attract more attention 
from some small minded critics (sharp of eye, yet how dull of vision 1) then all 
the mental splendor of his impersonations He toiled, and he overcame this defect, 
just as he overcame his difficulty with vowels, and the self-consciousness which 
in the early stages of his career used to hamper and incommode him His self 
was to him on a first night what the shell is to a lobster on dry land . He used 
to discuss with me the secret of my freedom from self-consciousness, and I sug 
gested a more swift entrance on the stage from the dressing room I told him that, 
in spite of the advantage in ease which I had gained through having been on 
the stage when still a mere child, I should be paralyzed with fright from over 
acute realization of the audience if I stood at the wing for ten minutes, as he was 
in the habit of doing 

He did not heed me then, nor during the run of our next play. The Lady 
oj Lyons, but when it came to Shylock, a quite new part for him, he tried the 
experiment, and, as he told me, with great comfort to himself and success with 
the audience 

Only a great actor finds the difficulucs of the actors art infinite Even up 
to the last five years of his life, Henry Irving was striving, striving He never 
rested on old triumphs, never found a part in which there was no more to do 
Once when I was touring with him in America, at the time when he was at 
the highest point of his fame, I watched him one day in the train — always a de 
hghtful occupation, for his face provided many pictures a minute — and being 
struck by a curious look, half puzzled, half despairing, asked him what he was 
thinking about. 

* I was thinking,” he answered slowly, * how strange jt is that I should 
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ha\e made the reputation I ha\e as an actor, with nothing to help me— with 
no equipment My legs, my voice, everything has been against me For an actor 
who can t walk, can't talk, and has no face to speak of, 1 ve done pretty well 

And I, looking at that splendid head, those wonderful hands, the whole 
strange beauty of him, thought, 'Ah, you little know!’ 

# # * * 

My experiences [Ophelia to Irving’s Hamlet] convinced me that the actor 
must imagine first and observe afterwards It is not good observing life and 
bringing the result to the stage without selection, without a definite idea The 
idea must come first, the realism afterwards 

• • « * 

How important it is to be careful about environment and everything else 
when one is studying One ought to be in the country, but not all the time 
It is good to go about and see pictures, hear music, and watch everything One 
should be very much alone, and should study early and late — ill night if need 
be, e\en at the cost of sleep Everything that one does or thinks or sees will hare 
an effect upon the part, precisely as on an unborn child 

I wish now that instead of reading how this and that actress had played Juliet, 
and cracking my brain over the different readings of her lines and making myml 
familiar with the different opinions of philosophers and critics, I had gone to Ve 
rona, and just imagined Perhaps the most wonderful description of Juliet, as she 
should be acted, occurs in Gabriele D Annunzio’s 11 Ftioco In the book an Italian 
actress tells her friend how she played the part when she was a girl of fourteen in 
an open air theatre near Verona Could a girl of fourteen play such a part? 
if she were not youthful, only young with the youth of the poet, tragically old as 
some youth is 

Now I understand Juliet better Now I know how she should be p’ayed 
But time is inexorable At sixty, know what one may, one cannot play Juliet 

• * * • 

Henry used to spend hours and hours teaching people I used to think MR 
patiently “Acting can’t be taught ’ Gradually I learned to modify this conviction 
and to recognize that there are two classes of actors 

1 Those who can only do what they are taught , 

2 Those who cannot be taught, but can be helped by suggestion to wor 
out things for themselves 

Henry said to me once ‘ What makes a popular actor? Physique 1 ^ 
makes a great actor? Imagination and sensibility I tried to believe it T“ en 
thought to myself Henry himself is not quite what is understood by an actor 
of physique,’ and certainly he is popular And that he is a great actor I kj 10 ' 
He certainly has both imagination and sense and sensibility After the laps 
of years I begin to wonder if Henry was ever really popular It came natur y 
to most people to dislike his acting They found it queer, as some found the a 
of Whistler queer But he forced them, almost against their will and 
out of dislike into admiration They had to come up to him, for never wo 
he go down to them This is not popularity 

* * * * 

When we act, we must feel, not necessarily with our own personal feehaf? 
Your voice, your movement, your whole body, axe only an instrument f° f 
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feeling However perfect you make the instrument, it wont resound, unless 
you can feel 

• * • • 

My memory* Oh, what agony it has always been to me I knew all about my 
parts long before I could get the words into my head The pleasure of acting 
was spoiled by the terror of forgetting 

MADGE KENDAL 

(1849 1935) 

Madge Kendal was the youngest sister of Tom Robertson, and like the 
many members of this large theatrical family, she began her career on the stage 
at an early age After childhood appearances in the provinces she played in 
London as Ophelia and then as Desdcmona to the Othello of the fine Negro actor 
Ira Aldridge She eventually became a member of the company at the Haymarket 
Theatre then under the direction of Buckstone Here she played opposite E A 
Soihern in Our American Cousin and m David Gamc\, adapted by her brother 
She married William H Kendal (1843 1917), a fellow actor at the Haymarket 
Theatre They both appeared in many of the plays of W. S Gilbert as well as 
in the traditional roles in As You Lt\e It, The Rivals and The School for Scandal 
Both played at the Court Theatre, then under the management of John 
Hare, and also did a season with the Bancrofts at the Prince of Wales Theatre 
In 1879 they became co-managers with Hare at the Sl James Theatre Neither 
Dame Madge nor her husband were capable of playing heavy roles, but were 
eminently successful in genteel comedy and sentimental plays A critic, quoted by 
Matthews and Hutton in their series Actors and Actresses of Great Britain and 
the United States, wrote of her * Her whole career has been signalized by con 
slant and earnest study, and by a steady and continuous advance She has shown 
an unrivalled ability to learn all that can be taught, and an unfailing power to 
reproduce all that she had learnt. Her art is perhaps the highest expression 
of educated talent that is to be found upon our stage If it has not the charm 
of genius, it is at least free from the anxieues and uncertainties of genius ” 

The following selection is perhaps most interesting for the picture it paints 
of a group of fine actors discussing their art at the home of Brandcr Matthews, 
the famous American theatrical scholar 


Should We Shed Real Tears 7 

Some little time before my late husband and I went to America on our 
first trip, the quesuon [Diderot’s Paradox ] had been discussed in one of the 
leading American magazines by Henry Irving and the elder Coquehn, the 
acknowledged greatest French actor of that ume. 

Irving contended that the actor felt, and Coquehn that the actor only 
simulated feeling 

The day after my husband and I arrived in New York we were entertained 
at the house of Mr Brandcr Matthew s, a famous figure m the literary and the 

M*dge Kend j\ Inter* cw , m appcndi* to Constant Coquelin The Art of the Actor London 
Alien and Un* in 1 9S~ pp. 99 106 pJistm Copyright 193' By perrruraon of Allen ind Un»tn Ltd 
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atncal world of New York Assembled to meet us were such famous actors as 
Salvini, whose Othello has never been approached, and his son Alexander, who 
was making a name for himself as an American actor, Edwin Booth Americas 
greatest tragedian, Joseph Jefferson, its greatest comedian, and Madame Modjesfo 
who, although a Pole, was admittedly at that time America's greatest actress 
In the course of comersation the question ‘Should we shed real tears or not 
in order to mote the audience? ’ was discussed Brandcr Matthews proposed to 
get the opinion of his distinguished guests He began by asking the great Salvini 
who answered in a strong speech spoken in Italian m a voice that rang hke a 
clarion through the room 

When he had finished I asked his son to translate into French the substance 
of what his father had said, as none of us hid sufficient knowledge of Italian 
to appreciate the full meaning of his remarks Salvini was of the opinion that 
whether the actor shed real tears or not had to be left to the particular mood 
in which he was at the time of playing 

Edwin Booth was next asked to speak, but declined, as he did on eseff 
possible occasion 

Mr Jefferson confined his remarks to the actor s knowledge of the effect he 
produced on his public, and declared that no actor can judge of the impassion 
he was making on anyone In proof of this, he said that when playing Rip Van 
Winkle, as he had done thousands of times, he had come off the stage and said to 
himself, ‘My dear Joe, you were very bad tonight and had better gwe up "only 
to be met the next day on Broadway by a friend who rased about his performance 
and said he had never played the part better 

'On the other side of the picture,” he went on, I have come off the stag* 
patting myself on the back with the belief that I had neser placed the part to 
well, when next morning in the park I met someone who said, My dear friend 
when are you going to retire? I neser sasv you so bad as jou were last night.”’ 

When it came to the turn o£ Modjeska, a great emotional actress as sve a* 
knew, she said it depended entirely on the mentality of the particular audience 
whether she shed real tears or not She then told us that one day m England 
she had recited the numerals in Polish to an audience sshich knew nothing of her 
language Beginning brightly and m a comedy manner, she svorked up the 
svords to a climax of laughter Then, suddenly, she became serious, raised her 
eyes to heaven, took her handkerchief out of her pocket, and became tragic in 
her demeanor, svith the result that she had her audience moved to the deepes 
sympathy with her apparent suffering 

Mr Matthesvs then asked me svhether the actor should cry or not 
In reply, I said I had been induced to come to America by that great acto 
and dramatist Dion Boucicault, the elder, who used to go night after night ° 
the St James Theatre to see me play in The Squire and had made a bet 
to whether I should cry real tears at the same words, in the same scene, and foun 


to his surprise that I did { 

The lines I had to speak were the finest Sir Arthur Pinero ever wrote ° 

ever will ‘There is no heat comes from burned love letters It " as * 

prising to me that Mr Boucicault should have been surprised when I we " 
real tears in the same place, in the same scene, every time he saw me ^ 

Acting a part is the representation of a character governed by a * cries 

emotions at a given time in the life of that character 
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It follows, therefore, that the actors performance should vary as little 
as possible from one representation to another, for neither the individual nor the 
emotions change 

With regard to the question of feeling, I take my stand with Lord Byron, 
who wrote 

In spite of criticizing dves, 

Those tvho’d make others fed must feel themsdves. 

In this connection I would draw jour attention to the fact that the word 
"art* is written at the end of the word ‘heart" It therefore seems to me that 
both heart and art must be embodied by the actor if he is to swav his audience 

If only the latter part of the word is used, the actor becomes too cold and 
classical If he employs onlv his heart, unrestrained by art, he becomes too 
impulsive, too quick Using both words properly, art inside the pulsations of the 
human heart, the actor can carry the world with him, and the actors world for 
the time is bounded by the walls of the theatre . 

Sarah Bernhardt was admittedly a great actress, but she never touched me 
mentally I shall probably flutter the dovecotes when I say that, to me, she was an 
artist from the end of her breastbone to her knee points Her anatomy and her 
art was compressed within that part of her body, for her acting never came up 
as high as her heart, That limitation, it seems to me, was part of her extraordinary 
power over the other sex She was a slajer of mankind 

While I do not hold the general view of this remarkable woman, other 
actresses I have seen have impressed me greatly Modjeska, for instance, who 

plajed Camille, one of Sarah Bernhardt’s parts, moved me to the depths of 

my being in the scene in which, after the interview with her lover’s father, she 
wrote the letter to the former in which she said farewell to him Whenever it 
was possible, I went to see her play that part 

Another actress who moved me to madness was [Adelaide] Riston At that 
time I was the leading actress at the Ha> market, and I was playing in Pygmalion 
and Galatea I used, at the end of the play, to put a long cloak over my costume 
and cross the Haj market to His Majesty s Theatre to sec her m the last act of 
Marie Antoinette 

In it the jailer used to cut off her curls and throw them on the ground 
To hear Riston speak the simple words as she gazed on those curls on the floor, 

‘Loins used to love my hair,’ is a memory I can never forget It was the 

simplest but most stupendous moment m a performance which never could be 
surpassed, and has rarely been equalled 

The influence of the theatre, unfortunately, is djing down, and though it 
is not a subject I am ever anxious to speak about, I shall only be silent about 
it when the worms arc m my heart 

WILLIAM ARCHER 

(1856-1924) 

Bom at Penh and educated at the University of Edinburgh, William Archer 
began his career as a journalist in Australia He returned to London in 1879 
and became 3n important English critic and author His melodrama. The Green 
Goddess 1921, starred George Arhss and was successful on the stage. 
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Archer will long be remembered as the great defender of Ibsen in England 
during the last decades of the nineteenth century With Edmund William Gosse 
he introduced the works of the great realistic dramatist to the English public 
and it was he who edited the works of Ibsen The first production of an Ibsen 
play in London was gi\en under Archers guidance in 1880 Throughout die 
acrimonious controversy which raged over his plays Archer defended Ibsen and 
the realistic drama His critical volume, The Old Diama and the Ncu> reevalu 
ated the whole course of English drama in the light of the new Ibsen dramaturgy 
In the January, February and March, 1888, issues of Longmans Magtrinc 
Archer published the results of an extensive inquiry which he had made into 
the psychology of acting Through questionnaires and historical research he 
attempted to make a scientific study of the problem of emotion in acting as it 
was suggested by Diderots Le Paradoxe stir le corned ten The issue was brought 
to the fore by the controversy then being carried on between Coquehn and 
Henry Irving Feeling the need for a broader imesrigation of the topic the 
editors o£ Longmans Magna me commissioned Archer to collect and systematize 
the views on this matter of the leading actors and actresses of the day Archer 
drew up an elaborate questionnaire which he circulated among many leading 
a rusts He then collated his answers, adding to them the recorded statements on 
the subject of emotion by actors of the past On the basis of this suney he later 
published his analysis in book form under the title Mas\s or Faces? A Sum 
its the Psychology of Acting His conclusions arc presented in the following article. 


Masks or Faces ? 

In ordering this discussion, I have had a double difficulty to contend with- 
in the first place, there were two questions at issue — a question of fact ami a 
question of theory do actors feeP and ought they to feel? In the second place 
I had not the achantagc of starting from an unencumbered base and budding 
up my theory in my own way by a straightforward synthesis of evidence Th* 
issue had been obscured (as it seemed to me) by rash overstatements on 
sides, and by a general failure to recognize and define the comparatively te 
points on which rational discussion was possible Thus my exposition was ne 
essanly mingled with controversy, and I fear the mixture has not thoroug / 
clarified If exhaustion have not supervened upon the readers bewilderment, 
a brief recapitulation may help him to find his bearings 


Acting is of all the am the most purely imitative In this respect 


it stands 


at the opposite pole from music, with sculpture, painting, poetry, ui ,n ^. 
mediate positions Music deals almost entirely in what may be called 
patterns which have no prototypes m external nature Poetry, and ifldee 
literary art, leans in the same direction Its matter may or may not be wn ‘ ta , 
its medium must be a more or less rhythmic succession of sounds, which 
not depend for its attractiveness on its resemblance to anything under the s 
Painting in these latter days tends more and more to the condition of c0 ' 
music, the very vocabularies of the two arts being it appears, interchanges 
Even sculpture without entirely deserting its function, may present a m 

Will am Archer Masks er Faces? A Study in tie Psychology of Acting Lond° n 
Green and Co. 18*0 pp 13J 210 
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arabesque of curves and surfaces But acting is imitative or it is nothing It may 
borrow from all the arts in turn — from the arts of speech, of song, of color, of 
form, but imitation is its differentia- Acting is imitation, when it ceases to be 
imitation it ceases to be acting and becomes something else — oratory perhaps, 
perhaps ballet-dancing or posturing Everyone knows that the actor is not nec 
essarily a copyist of nature, he may sing, for example, or he may talk alexandrines, 
but he must alwajs preserve a similarity in dissimilarity, he must alwa>s imitate, 
though we may permit him to steep his imitation, so to speak, in a more or less 
conventional atmosphere 'He plays naturally,” or, in other words, “He imitates 
well,' is our highest formula of praise even for the operatic tenor or the French 
tragedian, who may not deliver a single word or tone exactly as it would be uttered 
tn real life. 

The actor, then, is a man who, through the medium of his own body, 
imitates the manners and passions of other men We arc all actors in rudiment, 
the tendency to such imitation being part of the mechanism of animated nature 
That is why the stage is besieged by incompetent aspirants, the general tendency 
being easily mistaken for special aptitude. Conversely, I believe, that is why some 
theorists seek to exclude acting from the dignity of art. They ignore the amount 
of labor and thought required to transmute, not only the general tendency, but 
even a very special aptitude, into accomplished mastery 

By far the greater part of the imitation of man by man which takes place off 
the stage is totally unconcerned with emotion. In real life the emotions of 
others are precisely what we do not imitate. A child learns to speak, to walk, 
to sing by imitating its ciders, it wads before its c>es arc fairly opened to the 
world We are all conscious of a tendency to mimic the ties and mannerisms 
of our neighbors — their gait, their voice, their accent, but the mere muscular 
copjing of emotional manifestations never occurs, except for purposes of ridicule 
The grief or laughter of another may seize and overmaster us, through the action 
of sjmpalhy, though we may know nothing of its cause, but this is not imitation, 
it is infection It may be said that all imitation which is not absolutely deliberate 
partakes of the nature of infection True, but the infection of feeling has this 
peculiarity, that it is not imitative We weep our own tears, vve laugh our own 
laughter, without the smallest conscious or unconscious tendency to reproduce 
the particular forms which these paroxysms assume m the person who has 
set us off' Therefore I think there is a dear distinction between mimicking 
tricks or habits and yielding to emotional contagion Roughly speaking, the one 
is an affair of the surface, the other of the centers 

The manners and passions of his fdlovv men form, as vve have seen, the 
actor’s province Over pan of this domain unemotional imitation will carry him 
safely The reproduction of manners, in themselves, is effected by a mere ex 
tension of that instinct which makes children the “sedulous apes’ of their 
elders, and causes some of us, even in maturitj, to stammer after conversing with 
a stammerer and to wink and twitch after seeing a victim to St. Vitus’s dance. 
In all characters there is a greater or less element of manner, so that in all char 
acters this instinct of mere imitation is brought into play. A large part of every 
impersonation is, and must be, as mechanical as the putting on of a wig or the 
painting of crows’ feet under the e)es But comparauvdj few dramatic characters 
consist of manners alone It is passion that interests and moves us, therefore 
the reproducuon of passion is the actors highest and most essential task By 
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what methods, then, can this reproduction be most fitly accomplished? 

The external manifestations of passion consist, on analysis, of changes m 
the face, the limbs, or the organs of speech, many of which can be mechamca'ly 
imitated with more or less precision, just as one can imitate the limp of a 
cripple or an Irishman’s brogue For example, we can all contort our faces into 
the semblance of weeping we can smile and laugh at will (though the voluntary 
laugh is apt to be a lugubrious effort), we can sob, we can tremble, wc can 
gnash and grind the teeth, not quite convincingly perhaps, but so that an observer 
can easily guess what emotion we arc simulating On the other hand, some of 
the symptoms of those passions which tend to express themselves immediately 
forcibly, and unmistakably — the passions of grief 3nd joy, terror and fury— cannot 
be imitated by the mere action of the will upon the muscles and tissues No one 
can blush and turn pale at will, some actors, as we have seen reason to believe 
can shed tears at a moment’s notice and without any real or imaginary cause 
but this faculty is not common, and is the result of long practice These invol 
untary symptoms however, are of such a nature as to be almost imperceptible 
on the st-ige If the more obvious traits are vividly reproduced, a theatrical audi 
ence is ready enough to take tears, blushes, and pallor upon trust It is undeniable 
then, that for the practical purposes of dramatic presentation, the symptoms of 
passion can be mechanically mimicked with tolerable precision, and there is no 
reason to doubt that exceptional artists have attained astonishing skill in such 


It is certain, however, that the faculty of mechanically mimicking the ebdh 
Uons of passion with anything like deceptive precision is a very rare one We 
have seen that our innate mimetic tendency docs not generally exercise itsdf 
upon these phenomena, perhaps for no more recondite reason than that they are o> 
exceptional occurrence and do not force themselves on our observation with the 
importunacy of habitual actions Be this as it may, it is clear that the mechanical 
mimicking of passions on the stage is not, like the mimicking of manners * 
mere extension of an inborn instinct On the other hand, we have also seen O'* 
the paroxysms of passion tend to communicate themselves to those not pnnnan y 
affected, through that subde contagion which we call sympathy Little Maw 
breaks her favorite doll and howls piteously over the remains Her elder broth® 
Jack, though his sex and his years raise him far above the weakness of do 
worship, nay, though he may have a dim sense of Rochefoucauldian jatisucti 
in Mabel’s misfortune, will very probably yell in concert, as lustily as th°uS 
the sorrow were his own He certainly does not suffer anything like 
agony of soul, in a sense he cannot properly be said to suffer at all, and s ^ 
less can it be maintained that he deliberately mimics his sister All wc can say 
that by the mysterious action of sympathy Mabels grief acts upon Jacks net' 
centers and begets in them a condition so analogous to her own that it res 
in similar outward manifestations The difference between the two states m'S 
be tested by the exhibition of a counter irritant A chocolate-cream will P r ?VjJ 
dry Jack’s eyes as if by magic, while a wilderness of lollipops will lease h * 
inconsolable In this sympathetic contagion we have an instrument provide ^ 
nature for supplying the deficiencies of our power of mechanical mimicry 
spect to the subtler symptoms of passion The poet — say Shakespeare f« un ^ 
the imagination of the actor — say Salvim— so that it bodies forth the 
passion quivering phantom of Othello In the act of representation this p h3n 
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is, as it were, superimposed upon the real man The phantom Othello suffers, 
and the nerve-centers of the man Salvim thrill in response The blood courses 
through his veins, his eyes ate clouded with sorrow or blaze with fury, his Ups 
tremble, the muscles of his throat contract, the passion of the moment informs 
him to the finger tips, and his portrayal of a human soul in agony is true to the 
minutest detail His suffering may stand to Othello’s in the quantitative relation 
of Jack’s grief to Mabel’s, but, so far as it goes, it cannot be called other than real 

The anti-emotionalists would have the actor abjure, at any rate in the moment 
of performance, the aid of this sympathetic contagion It is too dearly bought, 
they argue The accomplished player should be able mechanically to mimic all 
symptoms of emotion which are of any use in creating illusion in the audience, 
and he must run no risk, of becoming extravagant, inarticulate, or feeble, by 
reason of the too vehement disturbance of his own nerve-centers The emotionalists, 
as 1 understand their position, maintain that the mechanical mimicry of feeling, 
even at ns best, lacks the dear ring of truth, and that in yielding to the sympathetic 
contagion the accomplished actor does not in reality run any of the risks on 
which their opponents are so fond of dwelling 

The two questions, then, which we have had to consider in this discussion — 
do actors feel, and ought they to feel? — may be restated thus Do actors habitually 
yidd to the sympathetic contagion? and do the greatest actors — those who have 
most powerfully affected their audiences— admit or reject this method? 

My first three chapters were purely preliminary I described the methods of 
investigation I had pursued, traced, historically, the genesis of Diderots Paradoxe, 
and tried to narrow- the issue by analyzing the different meanings attributed in 
the Paradoxe to the term ‘sensibility,’ and rejecting some of them as unfair 
or irrelevant The investigation proper began with the fourth chapter In it we 
found that the shedding of tears— one of the most palpable symptoms of pathetic 
emotion — is common, and even habitual, on the stage We learned from Cicero 
and Quintilian that the Roman actors frequently wept, and we ascertained in 
most cases on unimpeachable evidence, that tears have been shed on the stage 
by Garrick, Mrs Cibber, Barry, Peg Woffington, Mrs Pritchard, Mrs Siddons, 
Miss O’Neill, Miss Fanny Kemble, Mile Champmeslc, Mile Dudos, Quinault 
Dufrcsne, Mile Gaussin, Frederic Lemaitre, Madame Dorval, Miss Ncilson, 
Charlotte Cushman, Samuel Phelps, Benjamin Webster, Salvim, Mr and Mrs 
Bancroft, Mr and Mrs Kendal, Mr Irving, Miss Ellen Terry, Madame Sarah 
Bernhardt, Miss Mary Anderson, Miss Alma Murrav, Miss Janet Vhurch, Miss 
Clara Morris, Mr Wilson Barrett, Mr Bcerbohm Tree, Mr John Clayton, Mr 
Hermann Vezin, Mr Howe, Miss Bateman, Mr Lionel Brough, and several 
others It would not have cost much trouble to extend this list almost indefinitely, 
but it seems to me sufficient as it stands, both in numbers and in authority The 
frequency of real weeping on the stage being thus established, I had next to admit 
that tears can, m certain cases, be mechanically produced, and that the) do not, 
therefore, afford condusitc evidence of any particular emotional state In order 
to show that they are not, as a rule, so fallacious as the anti-emotionalists argue, 
and at the same time to prove that there is a dose analogy between personal and 
mimetic emotion, I collected, in my fifth chapter, numerous instances of the 
mingling and (tn M Coquehn’s phrase) * kneading together’ of the two states, 
which we found to coalesce mdistinguishabls, sometimes to the advantage, some 
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times to the detriment, of the actor’s performance On the other hand, in Chapter 
Six, we found scanty evidence of any tendency to mimic m cold blood particular 
ebullitions of emotion, whether observed or experienced, and no proof whatever 
that unemotional mimicry is more effective than emotional acting In the following 
chapter, treating of laughter as the characteristic expression of joyful emotion, 
and thus the natural antithesis to tears, we found a rather wide divergence 
of testimony Some actors declare themselves highly susceptible to the contagion 
of their character’s mirth, others (of no less authority) are equally positive in as 
serting their laughter to be always a deliberate simulative effort I confess myself 
unable to suggest any satisfactory reason why the contagion of merriment should 
be less potent and universal than the contagion of tears Can it be that there u 
a pessimistic bias m human nature, rending men, on the average, less prone 
to joyous than to mournful emotion? 

Here let me interrupt this recapitulation to point out a fact which is apt 
to be overlooked In the course of my interviews with the leading artists of today 
I have more than once mentioned, say, to X — an emphatic emotionalist— that a 
fellow artist, Z, had declared himself of the same opinion, whereupon X would 
shrug his (or her) shoulders skeptically and remark ‘Oh, Z 1 — I don t believe 
he ever felt anything in h» lifel The doubt in these cases sprang from the com- 
mon error of thinking that sensitiveness to what we have called the imaginative 
contagion presupposes unusual sensibility in the ordinary affairs of life A wife 
consideration will show us that the fact is not so The executioner in Thackeray 
blubbered over The Sorrows of Werther and no one will deny that this is a touch 
of nature To take an example from real life, Macaulay, who met his personal 
sorrows in no unmanly spirit, could weep by the hour over a trashy novel »' e 
must all have known people, stoical enough in their own troubles, and per 
haps even hard hearted toward the sufferings of others, who would yet become 
maudlin over the imagined sorrows of a personage in fiction or on the stage 
Thus the actor who owns himself affected by the emotions of his character— 
the superimposed phantom of his imagination — does not thereby lay any daun 
exceptional tenderness of heart in the ordinary relations of life In that resped 
I imagine, actors are very much like other men Diderot, as we have seen, fo u 
them caustic, cold, selfish, alive to our absurdities rather than touched by 
misfortunes This character certainly does not apply to the players of ou 
nation and time, whose large and ready chanty proves that they know wn 3 
’us to pity and be pmed But even if Diderot were absolutely just in his g enfl ^ 
assertion of the hcartlessncss of actors, we should still have no difficulty 
believing them susceptible to emotional contagion from the phantoms ot fnt 
imagination , 

Conunumg my summary, I pass to Chapter Eight Here we ascertained tr 
three symptoms of acute feeling, which are utterly beyond the control ot 
will — blushing, pallor, and perspiration — commonly, and even habitually, accomp* ^ 
the snge-emotion of the greatest artists In this, it seems to me, we have 
positive that mimetic emotion is not, as some people argue, a state o: i f . 
vague unspecialized excitement, but is closely analogous to the emotion 01 
life In the next chapter we inquired into the practice, attributed to several g 
artists, ot mechanically mobilizing the nerve-centers by means of that rca ^ 
from external manifestations of passion which Hartmann 1 describes as 
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suggestion” This proceeding, m various forms, we found to be fairly common, 
while the habit of mental concentration upon a part during, and even for some 
time before, the period of performance, proved to be still more general The 
rationale of these practices is obvious enough The one assists the actor to clothe 
himself, as it were, in the phantom of his imagination, and to keep himself 
thoroughly enveloped in it, the other heightens the sensitiveness of his organism 
to contagion from the emotions of his personage The next chapter was devoted 
to an inquiry into the multiplex action of the mind whereby the accomplished 
actor is enabled to remain master of himself even m the very paroxysm of 
passion I was able to adduce many cases m which double and treble strata of 
mental activity were clearly distinguishable, but very few examples of that total 
and somnambulistic absorption in a part which the anti-emotionalists assume to 
be the normal condition of the emotional actor The succeeding chapter touched 
upon the question of long runs We saw reason, on the one hand, to reject 
Diderot's opinion that an actor must gain by reiterating a character until hu 
playing becomes entirely automatic, and to believe, on the other hand, that an 
actor may repeat a character indefinitely without degenerating into automatism, if 
only he takes care to allow himself proper intervals of rest and change between 
the performances of any one part Finally, in Chapter Twelve, we “Reasoned 
high of fate, free will, foreknowledge absolute”— I trust the reader will not 
complete the quotation, adding, ‘and found no end, m wandering mazes lost.” 
We learned that some actors arc artistic Calvinists, insisting on rigorous predestma 
tion of every detail of position, attitude, gesture, and inflection, while others, 
the Armmians of the stage, leave a wide margin for impulse, spontaneity, free will 
The latter sect is probably the more numerous and influential, but we also ascer 
tamed that the ‘foreknowledge absolute” of the necessitarians is by no means 
inconsistent with the keenest susceptibility to the emotional influence of their 
characters 

At the very outset of this inquiry, I insisted on the distinction between the 
simple and primary emotions — grief, joy, terror, etc — and the secondary or com 
plex and habitual emotions — love, hatred, jealousy, etc — which have no imme 
diate and characteristic outward symptoms, and are rather to be called attitudes 
of the mind No one denies, I think, that the primary emotions of an imagined 
character do in fact tend to communicate themselves to the ncrve<enters of 
the actor, and to affect his organs of expression Let me add, parenthetically, 
that it is surely illogical to deny the “reality’ of this mimetic emotion, since all 
emotion, except that which arises from instant physical pleasure or pain, is due 
to the action of the imagination upon the nerve centers This, however, is a mere 
question of nomenclature Be it real or unreal, this mimetic emotion tends, in 
the great majority of cases, to come into play, and the actor who avails himself of it 
clearly works on the line of least resistance The anu -emotionalists must prove 
that this straightforward course is beset with the most fatal pitfalls ere thev can 
hope to induce actors to follow the roundabout route, repressing the action of 
the imagination and cultivating mechanical mimicry I have tried to show that 
the pitfalls from which the anti-emotionalists recoil are either quite imaginary 
or easily to be avoided On the other hand, the more vve look into the matter, 
the less are we inclined to believe that even the greatest virtuoso of mechanical 
mimicry can attain to the subtle and absolute truth of imitation which is possible 
to the actor who combines artistically controlled sensibility with perfect physical 
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:ans of expression * Raised or lowered by the twentieth part of the quarter 
a tone,” says Diderot, the utterances of feeling “ring false” But is it not just 
' intervention of imaginative sympathy that enables the actor to produce and 
produce this delicately true vibration? There is no doubt that the imagination 
n easily bring about minute yet expressive changes, muscular and vascular, which 
: unaided action of the will is powerless to effect Blushing and pallor arc the 
lef of these, but there must be many others Darwin 1 notes that when two 
'gs fight together m play (that is, when they imagine and act the emotion of 
gcr) their hair at once bristles up, just as in actual warfare This is a type 
many similar phenomena in the human economy And it must not be sup- 
sed that these minute changes do not contribute appreciably to the illusion 
e may not consciously note a blush, a sudden pallor, a particular quncr of 
i lip, distension of the nostril, or corrugation of the brow, but they produce 
sir effect ne\crtheless Mr Kendal once suggested to me what I think a 
minous illustration of the difference between mechanically simulated and 1 m 
inatively experienced emotion ‘A sign painter,” he said, takes a pot of 
ade vermilion, and daubs the red coat of the Duke of Wellington or the Marquis 
Granby It is undeniably red, and yet somehow it is all wrong But look into 
red robe painted by Rossetti or Holman Hunt, and you will find it composed 
a hundred different hues, which blend, at the proper distance, into a true 
d living whole” To translate the illustration into musical terms, a mechantc 
y mimicked utterance of emotion is like a note without its harmonics The 
alogy may be fanciful, but I do not think it is wholly misleading 
In the foregoing pages, there are, no doubt, errors of analysis and of in 
rence which have escaped my ken On the other hand, no one knows better 
an I that the subject of mimetic emotion is full of subtleties and intricacies into 
itch I have not penetrated Some day, perhaps, a better-equipped psychologist 
ay tread the maze to its inmost recesses Meanwhile, in taking leave of what 
s been to me a fascinating inquiry, 1 cannot but hope that it may aid the 
mending forces in a lingering and somewhat futile controversy to arrive at a 
rarer understanding of the true points at issue than they have hitherto attained 
each party fully realized its own and its adversaries' postion, I belieie a treaty 
peace would very soon be signed It was drafted by Shakespeare three cen 
ries ago, when, through the mouth of Prince Hamlet, he counselled the plajers 
his day to acquire and beget a temperance even in the very torrent, tempest, 
d whirlwind of passion 


GEORGE BERNARD SHAW 
(1856- ) 

George Bernard Shaw, the patriarch of English letters, was born in Dublin 
-om his mother’s interest in singing, he acquired that love and understanding 
music which made his later music criticism exciting An early enthusiasm 
r opera was replaced by love of the theatre The magnetic , graceful, old school 
tor Barry Sullivan captured his imagination, and the Dublin performance of 
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Henry I rung convinced him that Irving was the actor for modern drama 
before the young Shaw was to make himself famous as a critic and as a d 
atist, he went through years of poverty and struggle, working first in Di 
as a clerk in a land agent s office, then in London as a hack w riter and unstic 
ful novelist By 18S2 reading Karl Marx had turned him into a socialist 
became a propagandist, an agitator, and a prime mover in the Fabian Society 

William Archer, drama critic and translator of Ibsen, gave Shaw his 
opportunity as a critic. For six years he was a music cntic, and m 189; 
wrote the first of hts pungent dramatic criticisms With inimitable wit 
brilliance Shaw flayed the evils of the London stage Sir Henry Irving was 
most frequent target Although Shaw recognized Irvings superiority, he c 
Irving’s inventiveness ‘hackneyed stage tricks” He never allowed Irving or 
public to forget that the great actor confined himself to unworthy melodr 
or to Shakespeare, whose works, Shaw said, ‘have been no more to him [Irvi 
than the word-quarry from which he has hewn and blasted the lines and i 
of masterpieces which are really his own ” Shaw carried on an cpistr 
flirtation with Irving’s leading lady, Ellen Terry, who tried unsuccessful^ 
influence Irving to produce Shaw’s The Man of Destiny 

Apart from his attacks on Irving, who was the cynosure of the London si 
Shaw chronicled rn his exciting words the events of the theatrical scene Althc 
he was often forced to waste his criucal insight on inferior plays and pla; 
when the two great actresses Bernhardt and Duse appeared in London, he per 
an analysis of the two that has been called one of the greatest critical es 
m the language Shaw’s understanding of Duses art dialed an accolade f 
the usually reticent actress His grasp of the fundamental principles of histn 
art is evident both when he writes of the necessity for a new mode of pla; 
tuned to the realism of Ibsen and his own plays or when he writes of the g 
artists of his own day, Duse, Bernhardt, Irving, Torbes Robertson, Mrs Pat 
Campbell, and Becrbohm Tree 

Shaw became a dramatist partly under pressure to give the Indepcm 
Theatre of J. T Gran British drama m the Ibsen style His play WtJou 
Houses, written with William Archer, was performed tn 1892 by Orein Sh: 
early plays were all written for and produced by the experimental groups at 
turn of the century with actresses like Florence Farr and Janet Achurch, 
first to publidy play Ibsen's A Doll s f louse Later Shaw found in the Gram 
Barker and f L Vcdrcnne management a group to produce his work under 
own direction His plays demanded a special acting technique, not the mit 
realism required in the interpretation of the Ibsen plays, but an adaptation 
the rhetorical Shakespearean manner to Shtw s modern ideas Shaw conduc 
rehearsals with great care, reading the play to the actors m his vivid way, work 
patiently with them as they learned the lines, showing them with pleasant gema 
how to transfer his characters to the stage 

It is not our purpose to detail here bhavv s \ar ed, active life. Wc have tr 
only to suggest his multifold contributions to the art of the actor Hie follow 
selccuon was written by Sluvv for a volume of tributes compded by Max Ik 
bohm in honor of Ins brother, Sir Herbert Beerbohm Tree, the famous aci 
manager 
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The Point of View of the Playwright 

A tribute to Tree from the playwright’s point of view is a duty of such 
delicacy that it is quite impossible to be delicate about it at all one must confess 
bluntly at the outset that Tree was the despair of authors His attitude towards 
a play was one of wholehearted anxiety to solve the problem of how to make it 
please and interest the audience 

Now this is the author's business, not the actor’s The function of the actor 
is to make the audience imagine for the moment that real things are happening 
to real people It is for the author to make the result interesting If he fails, 
the actor cannot save the play unless it is so flimsy a thing that the actor can 
force upon it some figure of his own fancy and play the author off the stage 
This has been done successfully in several well known, though very uncommon 
cases Robert Macaire and Lord Dundreary 1 were imposed by their actors on 
plays which did not really contain them Grimaldi’s” clown was his own in 
ventton These figures died with their creators, though their ghosts still linger 
on the stage Irving’s Shylock was a creation which he thrust successfully upon 
Shakespeare’s play, indeed, all Irving’s impersonations were changelings His 
Hamlet and his Lear were to many people more interesting than Shakespeare’s 
Hamlet and Lear, but the two pairs were hardly even related To the author, 
Irving was not an actor he was either a rival or a collaborator who did all the 
real work Therefore, he was anathema to master authors, and a godsend to 
journeymen authors, with the result that he had to confine himself to the works 
of dead authors who could not interfere with him, and, very occasionally, live 
authors who were under his thumb because they were unable to command pro 
duction of their works in other quarters 

Into this tradition of creative acting came Tree as Irving’s rival and sue 
cessor, and he also, With his restless imagination, felt that he needed nothing from 
an author but a literary scaffold on which to exhibit his own creations He, too, 
turned to Shakespeare as to a forest out of which such scaffolding could be 
hewn without remonstrance from the landlord, and to foreign authors who could 
not interfere with him, their interests being in the hands of adapters who could 
not stand up against his supremacy in his own theatre As far as I could discover, 
the notion that a play could succeed without any further help from the actor 
than a simple impersonation of his part never occurred to Tree The author, 
Wibcdwr ShsJcerpotre or Ska tv, war s hme dog to he heiped o\cr the stde by the 
ingenuity and inventiveness of the actor producer How to add and subtract, to 
interpolate and prune, until an effective result was arrived at, was the problem 
of production as he saw it. Of living authors of eminence the two he came into 
personal contact with were Bneux and Henry Arthur Jones, and I have reason 
to believe that their experience of him in no way contradicts my own With 
contemporary ma.ters of the stage like Pinero and Carton, in whose works the 

George B ernaru ihaw * From the Point of View of a Playwright in Herbert tSerrbobn Tret 
Some Memories of hm end of bn Art, collected by Max Bcerbohm London Hutch n«on and Com 
pany, n d , pp 210 t< 3, 247 2J2 By permission of Max Bcerbohm and Curtu Brown Ltd. 

»The creations o' the acton Frfdfne temahre and Edward Askew Sothem 

* Joseph Grimaldi { 1779 1*J7) One of England* grtateit mimes 
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stage business is an integral part of the play, and the producer, when he is not the 
author in person, is an executant and not an imentor, Tree had never worked, 
and when he at last came upon the species m me, and found that, instead of 
having to discover how to make an effective histrionic entertainment on the basis 
of such scraps of my dialogue as might prove useful, he had only to fit himself 
into a jig saw puzzle cut out by me, and just to act his part as well as he could, 
he could neither grasp the situation nor resist the impersonal compulsion of 
arrangements which he had not made, and was driven to accept only by the fact 
that they were the only ones which would work But to the very end they be 
wildered him, and he had to go to the box office to assure himself that the omission 
of his customary care had not produced disastrous results 

Just before the production of my play we lunched together at the Royal 
Automobile Club I said to him 4 Have you noticed during the rehearsals that 
though you and I are no longer young, and have achieved all the success possible 
in our respective professions, we have been treating one another throughout as 
beginners? ' To this, on reflection, he had to assent, because we actually were, 
relatively to one another, beginners I had never had to deal with him pro- 
fessionally before, nor he with me, and he was quite unaccustomed to double 
harness, whilst I was so accustomed to every extremity of multiple harness, both 
in politics and in the theatre, that I had been trained to foresee everything and 
consider everybody Now if I were to say that Tree foresaw nothing and consid 
ered nobody, I should suggest that he was a much less amiable man than 
he was Let me therefore say that he never foresaw anything or considered any 
body in cold blood Of the foresight which foresees and faces entirely uninterest 
ing facts, and the consideration which considers entirelj uninteresting persons, 
he had as little as a man can have without being run over m the street When 
his feelings were engage d, he was human and even shrewd and tenacious Bur 
you really could not lodge an indifferent fact in his mind This disability of his 
was carried to such a degree that he could not remember die passages in a play 
which did not belong to or bear direedy upon his own conception of his own 
part even the longest run did not mitigate his surprise when they recurred 
Thus he never fell into that commonest fault of the actor the betrayal to the 
audience that he knows what his interlocutor is going to say, and is waiting 
wearily for his cue instead of conversing with him Tree always seemed to have 
heard the lines of the other performers for the first time, and even to be a Utde 
taken aback by them 

Let me give an extreme instance of this In Pygmalion the heroine, m a 
rage, throws the hero’s slippers in his face When vve rehearsed this for the 
first time, I had taken care to have a very soft pair of velvet slippers provided, 
for I knew that Mrs Patrick Campbell was very dexterous, very strong, and a 
dead shot And, sure enough, when we reached this passage, Tree got the 
slippers well and truly delivered with unerring aim bang in his face The effect 
was appalling He had totally forgotten that there was any such incident in the 
play, and it seemed to him that Mrs Campbell, suddenly giving way to an 
impulse of diabolical wrath and hatred, had committed an unprovoked and brutal 
assault on him The physical impact was nothing, but the wound to his feelings 
was terrible He collapsed on the nearest chair, and left me staring m amaze 
ment, whilst the entire personnel of the theatre crowded solicitously round him, 
explaining that the incident was part of the play, and even exhibiting the prompt 
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book to prove their words But his morale was so shattered that it took quite a 
long time, and a good deal of skillful rallying and coaxing from Mrs Camp 
bell, before he was in a condition to resume the rehearsal The worst of it was 
that as rt was quite evident that he would be just as surprised and wounded next 
time, Mrs Campbell took care that the slippers should never hit him again, and the 
incident was consequently one of the least convincing in the performance 

And here I come to a source of friction between authors and actor managers 
which is worth explaining with some care, 3 s it bears on the general need in 
England for a school of physical training for the arts of public life as distinguished 
from the sports An author who understands acting, and wmes for the actor as a 
composer writes for an instrument, giving it the material suitable to its range, 
tone, character, agility and mechanism, necessarily assumes a certain technical 
accomplishment common to all actors, and this requires the existence of a school 
of acting, or at least a tradition Now we had no such provision in the days of 
Trees novitiate He had not inherited the tradiuon handed down at rehearsal 
by Phelps to Forbes Robertson, nor was there any academic institution with 
authority enough to impress a novice of his calibre To save others from this 
disadvantage he later on founded the Academy of Dramatic Art in Gower Street, 
which now supplies the want as far as an unendowed institution can But he 
hid to do without teaching himself Like Irving, he had to make a style and 
technique out of his own personality that is, out of his peculiar weaknesses as 
well as his peculiar powers And here he sowed dragons teeth between him 
self and the authors For no uncommissioned author can write for an idiosyncratic 
style and technique he knows only the classical one He must, like Shakespeare, 
assume an executant who can perform and sustain certain physical feats of de 
portment, and build up vocal climaxes with his voice through a long crescendo 
of rhetoric Further, he assumes the possession of 3 n English voice and an 
English feeling for splendor of language and rhythm of verse Such professional 
skill and national gift arc not accidents of personality they are more or less 
within every Englishmans capacity By themselves they will no more make an 
actor than grammar and spelling will make an author, or fingering and blowing 
a bandsman, but one expects every actor to possess them, just as one expects 
every author to parse and spell correctly and every bandsman to finger and blow 
properly 

Tree, like so many of our actors who have picked up their profession on 
the stage without systematic training, found that he could not produce these 
stock effects When they were demanded by the author, he had to find a way 
round them, and, l f possible an interesting way Thus he had not only to 
struggle against his handicap, but to triumph over it by turning it into an 
advantage And hiv handicap was not a light one Instead of that neutral figure 
which an actor can turn into anything he pleases, he was tall, and built like 
nobody else on earth His Dutch extraction gave him an un English voice which, 
again, was like nobody elses voice and could not be disguised His feeling for 
verbal music was entirely non Miltonic he had a music of his own, but u was 
not the music characteristic of English rhetoric, and blank verse, as such, had 
no charm for him, nor, I suspect, did he credit it with charm for anyone else 

The results were most marked in his Shakespearean work, and would 
certainly have produced curious scenes at rehearsal had the author been present 
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the author. His Wblsey, which was a ‘straight performance of high mem 
and dignity, could be cited to the contrary But take, for examples, his Richard 
II and his Mahoho One of the most moving points m his Richard was made 
with the assistance of a dog who docs not appear among Shakespeare’s dramatis 
personae When the dog — Richards pet dog — turned to Bohngbroke and licked 
his hand, Richard’s heart broke, and he left the stage with a sob Next to this 

came his treatment of the entry of Bohngbroke and the deposed Richard into 

London Shakespeare makes the Duke of York describe it. Nothing could be 
easier, with a \\ ell trained actor at hand And nothing could be more difficult 
and inconvenient than to bnng horses on the stage and represent it in action 
But this is just what Tree did One still remembers that great white horse, 

and the look of hunted terror with which Richard turned his head as the 

crowd hooted him It passed in a moment, and it flady contradicted Shakespeare’s 
description of the saintlike patience of Richard, but the effect was intense 
no one but Chaliapin’ has since done so much by a single look and an appearance 
for an instant on horseback Again, one remembers how Richard walked out 
of Westminster Hall after his abdication 

Turn now to the scenes in which Shakespeare has given the actor a profusion 
of rhetoric to declaim Take the famous "For God s sake let us sit upon the ground, 
and tell sad stones of the death of kings ” My sole recollection of that scene is that 
when I was sitting in the stalls listening to it, a paper was passed to me I opened 
it and read "If jou will rise and move a resolution, I will second it — Murray Car 
son * The late Murray Carson was, above all things, an elocutionist, and the sceac 
was going for nothing Tree was giving Shakespeare, at immense trouble and ex 
pense, and with extraordinary executive cunning, a great deal that Shakespeare had 
not asked for, and denying him something much simpler that he did ask for, and 
set great store by 

As Malvoho, Tree was inspired to provide himself with four smaller Maivohos, 
who aped the great chamberlain in dress, in manners, in deportment He had a mag 
mficcnt flight of stairs on the stage, and when he was descending it majestically, 
he slipped and fell with a crash sitting Mere downing, you will say, but no the 
fall was not the point Tree, without betraying the smallest discomfiture, raised his 
eyeglass and surveyed the landscape as if he had sat down on purpose This, like 
the four satellite Maivohos, was not only funny but subtle But when he came to 
speak those lines with which any old Shakespearean hand can draw a laugh by a 
simple trick of the \ oicc, Tree made nothing of them, not knowing a game which 
he had never studied 

Even if our actors came to the stage with complete exccume mastery of all the 
traditions and all the conventions, there would still be a conflict between the actors 
tendency to adapt the play to his own personality, and the author’s desire to adapt 
the actors personality to the play But this would not make any serious trouble 
between them, for a good part can be played a dozen different ways by a dozen 
different actors and be none the worse no author worth his salt attaches a definite 
and invariable physiognomy to each variety of human character Every actor must 
be allowed to apply his own methods to his own playing But if, as under our sys 
tern, an actor, instead of laying the foundation of a general technique of speech and 
action, is driven, by the absence of any school in which he can acquire such a tech 


3 Fyodor Chal ap n the great Russian singer actor 
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No doubt it is an exaggeration to say that the only unforgettable passages in 
hts Shakespearean acting are those of which Tree and not Shakespeare was 
mque to develop his own personality, and acquire a technique of exploiting that 
personality which is not applicable to any other purpose then there will be friction 
at rehearsals if the author produces his own play, as all authors should For the 
actor will inevitably try to force a changeling on the author He will say in effect 
I will not play this part that you have written, but I will substitute one of my own 
which is ever so much better And it will be useless for the author to assert him 
self, and say You shall play the part as I have written it If he knows his busi 
ness he will see that the will not of the actor really means cannot because the 
author has written for a classical technique which the actor does not possess and 
cannot learn in three weeks or even three years It is better to let the actor do what 
he can indeed there is no alternative 

But the heart of the matter (which I have been coming to slowly all this 
time) is that the cure for the disease of actor managership (every author must take 
that pathological view of it) is actor author managership the cure of Moliere who 
acted his plays as well as wrote them and managed his theatre into the bargain 
And yet he lasted fifty-one years Richard Wagner was author-composer-conductor 
manager at Bayreuth a much more arduous combination Tree should have writ 
ten his own plays He could have done so He had actually begun to do it as 
Shakespeare and Moliere began by tinkering other men s plays The conflict that 
raged between him and me at the rehearsals in his theatre would then have taken 
place in his own bosom He would have taken a parental pride in other parts beside 
his own He would have come to care for a play as a play, and to understand that 
it has powers over the audience even when it is read by people sitting round a table 
or performed by wooden marionettes It would have developed that talent of his 
that wasted itself in jeitx d esprit and epigrams And it would have given him what 
he was always craving from authors, and in the nature of the case could never get 
from them a perfect projection of the great Tree personality What did he care for 
Higgins or Hamlet? His real objective was his amazing self That also was Shakes 
peares objective m Hamlet, but Shakespeare was not Tree and therefore Hamlet 
could never be to Tree what Hamlet was to Shakespeare For with all his cleverness 
in the disguises of the actors dressing room. Tree was no mere character actor The 
character actor never dares to appear frankly in his own person he is the victim of 
a mortal shyness that agonizes and paralyzes him when his mask is stripped off and 
his cothurnus snatched from beneath his feet Tree, on the contrary, broke through 
avU her s&ge dssgatscs they were his robes of state and he was never happier than 
when he stepped m front of the curtain and spoke m his own immensity to the au 
dience, if not as deep cal'lng unto deep (for the audience could not play up to him 
as splendidly as that), at least as a monarch to his courtiers 

I trust he may fi d his bard as Elhston 4 found Charles Lamb It is my 
misfortune that I canno f lo him justice because as author and actor we two were 
rivals who regarded one another as usurpers Happily, no bones were broken in the 
encounter, and if there IS any malice in my description of It I hope I have explained 
sufficiendy to enable the reader to make the necessary allowance and correction 

4 Robert Wllara Ell ston (1774 1831 > a great eonuc artist of the early nineteenth century 
who is eulog zed n Lamb s Drama! c Essays 
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GORDON CRAIG 

(1872 ) 

The name of Gordon Craig signifies mno\auons in stage production and design 
Less successful in his actual practice than in his theories and dreams, Craig never 
theless set forth die ideals which liberated the theatre from the detailed imitation 
of surface reality prevalent at the end of the nmeteenth century In his writings, 
especially The Art of the Theatre, which was widely translated, he called for a con 
cepuon of theatre which was to be poetic and beautiful, suggestive and imaginative 
rather than concrete and realistic — a conception devoted to the art of the theatre 
rather than to the words and ideas of the playwright Modern theatrical designers 
owe much to the stimulus which Craig gave to a fresh vision of theatre at the 
turn of the century 

Son of the beautiful Ellen Terry, Craig appeared on the stage from his youth 
For more than ten years he played varied roles under Henry Irvings management. 
He even performed Hamlet successfully for a short period at the Olympic Theatre 
in London From all reports he was a talented actor whose services were wanted by 
many managers, but Craig was on fire to revolutionize the stage, and he therefore 
turned to production and stage design In 1897 he ceased to act, and in 1900 he 
made his first mark as a director when he staged Purcells Dido and Aeneas with 
his own suggestive designs In 1903 he staged Ibsens The Vikings for his mother 
at the Imperial Theatre He became much admired throughout Europe for his sim 
plified, evocative design and staging He created productions for Brahm in Ger 
many, for Duse in Italy, for the Moscow Art Theatre, and for the Royal Theatre 
in Copenhagen Max Reinhardt and W B Yeats adopted many of Craigs ideas 
The School for the Art of the Theatre in Florence, Italy, which he opened in 1913, 
collapsed as the war broke out Hts avant garde publication, Mas\ Magazine, ema 
nated from Florence during the years 1909 to 1929 

It is interesting to note that in his htde volume on Henry Irving, Craig acknowl 
edges Irving as one of his inspirations in the movement toward spiritual effect and 
symbolic design. Both were indifferent to the text and emphasized the creauveness 
of the producer, the designer, and the actor Craigs comments on acting from the 
controv ersial Actor and the Ueber Marionette suggest that the actor can become 
an original creator when he is unfettered by the words and ideas of writers, per 
haps as the commedia dell arte was His pronunciamentos on acting arc ilium in 
ated by the final passages in his book on Irving Here he allows an imaginary figure 
of the great actor to speak the following words 

Offer The School for Scandal to an actor of genius — to me — and my first words 
after reading it will be I can t play Sir Peter and Joseph, and Charles, and Sir Ol 
iver — there is no part for me tn this play 

On hearing this you will think it is confounded conceit on my part to speak 
so— and you are wrong You ask me what I mean, and I offend you by the next 
answer, which is that there isn t a big enough part for me 

That thoroughly enrages you — but give the thing a little quiet thought. . 
You see what 1 mean when passive, as a good actor should be, I lose all 
touch — I am no one That s why I look for a part w Inch is active — a part w hich 
like a vivid personality in real life, seems to have the stage to itself — is only sketched 
in by the playwright — leaves me much to do, to imagine, to invent.. 
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Now the next point, is, what kind of part js big enough for me And the 
reply is that kind of part which leaves me free — which leaves me plenty of room in 
which to display my genius . leaves half undone till I do it 

“You ask if Hamlet, Macbeth, Othello, and Lear will serve I reply that these 
do offer me plenty of room, but do not leave me free — although I will admit that 
I and other actors of genius have made free with the roles 

Hamlet and Lear have suffered at my hands, it is only natural that in my 
calmer moments I should realize that, for a display of my powers, in place of a 
great play a dummy is any day better ” 

In Theatre Adianang Craig wrote I ask only for the liberation of the actor 
that he may develop his own powers and cease from being the marionette of the 
playwright 


The Actor and the Ueber Marionette 

It has always been a matter for argument whether or no Acting is an art, and 
therefore whether the actor is an Artist, or something quite different There is 
little to show us that this question disturbed the minds of the leaders of thought at 
any period, though there is much evidence to prove that had they chosen to ap- 
proach this subject as one for their serious consideration, they would have applied 
to it the same method of enquiry as used when considering the arts of Music and 
Poetry, of Architecture, Sculpture and Painting On the other hand there have 
been many warm arguments in certain circles on this topic Those taking part in 
it have seldom been actors, very rarely men of the theatre at all, and all have dis 
played any amount of illogical heat, and very little knowledge of the subject. The 
arguments against acting being an art, and against the actor being an artist, arc 
generally so unreasonable and so personal in their detestation of the actor, that I 
think it is for this reason the actors have taken no trouble to go into the matter 
So now regularly with each season comes the quarterly attack on the actor and 
on his jolly calling, the attack usually ending in the retirement of the enemy As a 
rule it is the literary or private gentlemen who fill the enemy s rank On the strength 
of having gone to see plays all their lives, or on the strength of never having gone 
to sec a play in their lives, they attack for some reason best known to themselves 
I ha\e followed these regular attacks season by season, and they seem mostly to 
spring from irritability, personal enmity or conceit They are illogical from be 
ginning to end There can be no such attack made on the actor or his calling 
My intention here is not to join in any such attempt, I would merely place before 
you what seem to me to be the logical facts of a curious case, and I believe that these 
admit of no dispute whatever 

Acting is not an art It is therefore incorrect to speak of the actor as an artist 
For accident is an enemy of the artist. Art is the exact antithesis of Pandemonium, 
and Pandemonium is created by the tumbling together of many accidents, Art ar 
nxes only by design Therefore in order to make any work of 3rt it is dear we 
may only work in 'ujsc materials with which we can calculate Man is not one of 
these materials 

Edward Gordon Craig The Actor and the Ueber Marionette On tb* Art of (bt Tbtttre 
Chcago Browne j Bookitore 1911 pp. S 4 ptiilm 
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The whole nature of man tend* towards freedom, he therefore cirncs the proof 
in his own person, that as material for the theatre he is useless In the modern the 
atre, owing to the use of the bodies of men and women as their material all which 
is presented there is of an accidental nature The actions of the actor’s body, the ex 
pression of his face, the sounds of his voice, all are at the mercy of the winds of his 
emotions, these winds which must blow for ever round the artist, moving without 
unbalancing him But with the actor, emotion possesses him, it seizes upon his limbs 
moving them whither it will He is at us beck and call, he moves as one in a frantic 
dream or as one distraught, swaying here and there, his head, his arms, his feet, if 
not utterly beyond control, are so weak, to stand against the torrent of his passions, 
that they are ready to play him false at any moment It is useless for him to attempt 
to reason with himself Hamlet’s calm directions (the dreamer’s not the log! 
cian’s directions, by the way) are thrown to the winds His limbs refuse, and refuse 
again, to obey his mind the instant emotion warms, while the mind is all the time 
creating the heat which shall set these emotions afire As with his movement, so 
is it with the expression of his face The mind struggling and succeeding for a mo- 
ment, in moving the eyes, or the muscles of the face wither it will, the mind 
bringing the face for a few moments into thorough subjection, is suddenly swept 
aside by the emotion which has grown hot through the action of the mind In 
stantly, like lightning, and before the mind has lime to cry out and protest, the 
hot passion has mastered the actor’s expression It shifts and changes, sways and 
turns, it is chased by emotion from the actors forehead between his eyes and down 
to his mouth, now he is entirely at the mercy of emotion, and crying out to it Do 
with me what you will!* his expression runs a mad not hither and thither, and lo! 
“nothing is coming of nothing It is the same with his \oice as it is with mo\e 
ments Emotion cracks the voice of the actor It sways his voice to join m the con 
spiracy against his mind Emotion works upon the voice of the actor, and he pro- 
duces the impression of discordant emotion It is of no avail to say that emotion 
is the spirit of the gods and is precisely what the artist aims to produce, first of all 
this is not true, and even if it were quite true, every stray emotion, every casual 
feeling, cannot be of value Therefore the mind of the actor, we see, is less power 
ful than his emotion, for emotion is able to wm over the mind to assist in the de 
struction of that which the mind would produce, and as the mind becomes the slave 
of the emotion it follows that accident upon accident must be continually occurring 
So then, we have arrived to this point that emotion is the cause which first of 
all creates, and secondly destroys Art as we have said, can admit of no accidents 
That then which the actor gives us, is not a work of art, it is a Scries of accidental 
confessions 

• • • • 

As I have written elsewhere, the theatre will continue its growth ind actors 
will continue for some years to hinder its development But I see *i loop-hole by 
which m tune the actors can escape from the bondage they are in They must 
create for themselves a new form of acting, consisting for the mam part of symbolical 
gesture. Today they impersonate and interpret, tomorrow they must represent and 
interpret; and the third day they must create By this means style may return 
Today the actor impersonates a certain being He cries to the audience ‘Watch 
me, I am now pretending to be so and so, and I am now pretending to do so and 
so , and then he proceeds to imitate as exactly as possible, that which he has an 
nounccd he will indicate For instance, he is Romeo He tells the audience that he 
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is in love, and he proceeds to show it, by kissing Juliet This, it is claimed is a work 
of art it is claimed for this that it is an intelligent way of suggesting thought 
Why why, that is just as if a painter were to draw upon the wall a picture of 
an animal with long ears, and then write under it This is a donkey The long 
ears made it plain enough one would think, without the inscription, and any child 
of ten does as much The difference between the child of ten and the artist is, that 
the artist is he who by drawing certain signs and shapes creates the impression of 
a donkey and the greater artist is he who creates the impression of the whole genus 
of donkey, the spirit of the thing 

The actor looks upon life as a photo machine looks upon life, and he attempts 
to make a picture to rival a photograph He never dreams of Ins art as being an art 
such for instance as music He tries to reproduce nature, he seldom thinks to invent 
with the aid of nature, and he never dreams of a eating As I have said, the best he 
can do when he wants to catch and convey the poetry of a kiss, the heat of a fight, 
or the calm of death, is to copy slavishly, photographically he kisses he fights 
he lies back and mimics death and when you think of it is not all this dread 
fully stupid? Is it not a poor art and a poor cleverness, which cannot convey the 
spirit and essence of an idea to an audience but can only show an artless copy, a 
facsimile of the thing itself This is to be an Imitator not an Artist This is to claim 
kinship with the Ventriloquist 1 

There is a stage expression of the actor getting under the skin of the part. 
A better one would be getting out of the skin of the part altogether What 

then, cries the red blooded and flashing actor, is there to be no flesh and blood in 
this same art of the theatre of yours? No life? It depends what you call life, 
signor, when you use the word in relation with the idea of art The painter means 
something rather different to actuality when he speaks of Life in his art, and the 
other artists generally mean something essentially spiritual, it is only the actor, the 
ventriloquist or the animal stuffer who, when they speak of putting life into their 
work, mean some actual and lifelike reproduction, something blatant in its appeal, 
that it is for this reason I say that it would be better if the actor should get out of 
the skin of the part altogether If there is any actor who is reading this, is there not 
some way by which I can make him realize the preposterous absurdity of this delu 
sion of his, this belief that he should aim to make an actual copy, a reproducUon? 

I am going to suppose that such an actor is here with me as I talk, and I invite 
a musician and a painter to join us Let them speak I have had enough of seem 
mg to decry the work of the actor from trivial motives I have spoken this way be 
cause of my love of the theatre, and because of my hopes and belief that before 
long an extraordinary a’cvelopmene is fo raise and revive that wfirefi is fading- m 
the theatre, and my hope and belief that the actor will bring the force of his cour 
age to assist in this revival My attitude towards the whole matter is misundcr 
stood by many in the Theatre It is considered to be my attitude, mine alone, a 


1 And therefore when any one of these pantom nuc gentlemen who are to clever that they 
can imitate anyth ng comet to us and makes a proposal to exh b t himself and h s poetry we w li 
{ill down and worth p h r a sweet and holy and wonderful be ng but we must also inform h m 
lh.t in oil Son inch r, »r not Fomntti to n. tit ltw will no. tllow thtm And .o 
whtn wt hot in no nltd h m with tnyrrb rod itt t girltnd of wool npin Hu hod wt th.U lod 
b m two to moihtt 0 ty Foi wt iron 10 toplo, for o.t .ool . told, tit tooghtr tod itv.rt, 
pot, Ot I.ot, ttlltr. Who will in. to, th. «ylt of .It i i.ooo. ooly tnd w,I follow thot modt . 
riith wt pittttibtd .. Snt whtn « btgin thr riot,, on of oor .old Pirn (Tht who!, pi. 
ogt btiog too loog to print hot, wt ttftr tbt rttdtr to Tk RtfoWit, Hook III 111) 
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stray quarreller I seem to be in their eyes, a pessimist, grumbling, one who is tired 
of a thing and who attempts to break it Therefore let the other artists speak with 
the actor, and let the actor support his own case is best he may, and let him listen 
to their opinion on matters of irt We sit here comersing, the actor, the musician, 
the painter and myself I who represent an art distinct from all these, shall remain 
silent ... “Tell us,” asks the painter, “is it true that before you cm act a part 
properly you must feel the emotions of the character you are representing?" ‘Oh 
well, yes and no, it depends what you mean,” answers the actor * We have first to 
be able to feel and sympathize and also criticize the emotions of a character, we 
look at it from a distance before we close with it we gather as much as we can from 
the text and wc call to mind all the emotions suitable for this character to exhibit 
After having many times rearranged and selected those emotions which wc consider 
of importance we then practice to reproduce them before the audience, and in order 
to so do wc must feel as little as is necessary, in fact the less we feel, the firmer 
Will our hold be upon our facial and bodily expression ” With a gesture of genial 
impatience, the artist rises to his feet and paces to and fro He had expected his 
friend to say that it had nothing whatever to do with emotions, and that he could 
control his face, features, \oice and all, just as if his body were an instrument The 
musician sinks down deeper into his chair. "Cut has there never been an actor," 
asks the artist, “who has so trained his body from head to foot that it would answer 
to the workings of his mind without permitting the emotions e\en so much as to 
awaken? Surely there must have been one actor, say one out of ten million, who 
has done this?" “No,” says the actor emphatically, “never, ne\cr, there never has 
been an actor who reached such a state of mechanical perfection that his body was 
absolutely the slate of his mind Edmund Kean of England, Salt mi of Italy, Rachel, 
Eleonora Duse, I call them all to mind and I repeat there never was an actor or 
actress such as you describe” The artist here asks, “Then you admit that it would 
be a state of perfection?" ‘Why of courscl But it is impossible, will always be im 
possible,” cries the actor, and he rises almost with a sense of relief “That is 
as much as to say, there ne\er was a perfect actor, there has never been an actor who 
has not spoiled his performance once, twice, ten times, sometimes a hundred times 
during the evening? There never has been a piece of acting which could be called 
even almost perfect and there never will be?” For answer the actor asks quickly, 
' But has there been ever a painting, or a piece of architecture, or a piece of music 
which may lie called perfect” * Undoubtedly," they reply, the laws which control 
our aits make such a thing possible " “A picture for instance," continues the artist, 
“may consist of four lines, or four hundred lines, placed in certain positions, it may 
be as simple as possible, but it is possible to make it perfect. That is to say, I can 
first choose that which is to make the lines, I can choose that on which I am to 
place the lines I can consider this as long as I like, I can alter it, then in a state 
which is both free from excitement, haste, trouble, nervousness, in fact in any state 
I choose (and of course I prepare, wait and select that also), I can put these lines 
together., so now they are in their place. Having mv material nothing except 
my own will can move or alter these, and as I have said my own will is entire!) 
under iny control The line an be straight or it can wave, it can be round if I 
choose, and there is no fear that when 1 wish to make a straight line I sha’l make 
a curved one, or that when I wish to make a curved there will be square parts 
about it. And when it is ready, .finished., it undergoes no change but that 
which time, who finally destroys it, wills” ‘That is rather an extraordinary thing,” 

[ 357 ] 



ACTORS ON ACTING 


replied the actor “I wish it was possible m my work ” “Yes/ replies the artist, 
"it is a very extraordinary thing, and it is that which I hold makes the difference 
between an intelligent statement and a casual or haphazard statement The most 
intelligent statement, that is a work of art The haphazard statement, that is a 
work of chance When the intelligent statement reaches its highest possible form 
it becomes a work of fine art And therefore I have always held, though I may be 
mistaken, that your work has not the nature of an art That is to say (and you 
have said it yourself) each statement that you make in your Work is subject to every 
conceivable change which emotion chooses to bring about That which you con 
ceive in your mind your body is not permuted by nature to complete In fact your 
body, gaming the better of your intelligence, has m many instances on the stage 
driven out the intelligence altogether Some actors seem to say, What value lies in 
having beautiful ideas To what end shall my mind conceive a fine idea a hne 
thought, for my body which is so enurely beyond my control to spoil ? I vs ill throw 
my mind overboard, let my body pull me and the play through , and there seems 
to be some wisdom in the standpoint of such an actor He does not dilly dally be 
tween the two things which are contending in him, the one against the other He 
is not a bit afraid of the result He goes at it like a man, sometimes like a trifle too 
like a centaur, he flings away all science all caution all reason and the result 
is good spirits in the audience and for that they pay willingly But we are here 
talking about other things than excellent spirits, and though we applaud the actor 
who exhibits such a personality as this, 1 feel that we must not forget that we arc 
applauding his personality he it is we applaud, not what he is doing or how he 
is doing it, nothing to do with art at all, absolutely nothing to do with art, with 
calculation, or design ” 

4 You’re a nice friendly creature,” laughs the actor gady, “telling me my art’s 
no art! But I believe I see what you mean You mean to say that before I appear 
on the stage and before my body commences to come into the question, I am an 
artist " 4 Well yes, you are, you happen to be, because you are a very bad actor, 
you’re abominable on the stage, but you have ideas, you have imagination, you are 
rather an exception I should say 

4 1 have heard you tell me how you would play Richard III, what you would 
do, what strange atmosphere you would spread over the whole thing, and that 
which you have told me you have seen in the play, and that which you have in 
vented and added to it, is so remarkable, so consecutive in its thought, so distinct 
and clear in form, that if you could make your body into a machine, or into a dead 
piece of material such as clay, and if it could obey you in every movement for the 
entire space of time it was before the audience, and if you could put aside Shakes 
peare s poem, you would be able to make a work of an art out of what is in you Tor 
you would not only have dreamt, you would have executed to perfection, and that 
which jou had executed could be repeated time after time without so much differ 
ence as between two farthings ’ “Ah/ sighs the actor, 4 you place a terrible picture 
before me You would prove to me that it is impossible for us ever to think of our 
selves as artists. You take away our finest dream and you give us nothing in its 
place ” 

‘No, no, that’s not for me to give you Thats for you to find Surely there 
must be laws at the roots of the art of the theatre, just as there arc laws at the roots 
of all true arts, which if found and mastered, would bring you all you desire? 
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‘ Yes, the search would bring the actors to a wall ” 

‘ Leap it, then 1 ” 

“Too high!” 

“Scale it, then! ’ 

“How do we know where it would lead?” 

“Why, up and over.” 

"Yes, but that’s talking wildly, talking in the air.” 

1 Well, that's the direction you fellows have to go, fly in the air, live m the 
air. Something will follow' when some of you begin to I suppose,” continued he, 
“you will get at the root of the matter in time, and then what a splendid future 
opens before you! In fact I emy you I am not sure I do not wish that photography 
had been discovered before painting, so that we of this generation might have had 
the intense joy of advancing, showing that photography was pretty well in its way, 
but there was something betterl” 

“Do you hold that our work is on a level with photography?” 

‘No, indeed, it is not half as exact It is less of an art even than photog 
raphy. . . . 

...Yet the aim of the theatre as a whole is to restore its art and it should 
commence by banishing from the theatre this idea of impersonation, this idea of 
reproducing nature, for while impersonation is in the Theatre, the Theatre can 
never become free. The performers should tram under the influence of an earlier 
teaching (if the very earliest and finest principles are too stern to commence with) 
and they will have to avoid that frantic desire to put "life" into their work, for 
three thousand tunes against one time, it means the bringing of excessive gesture, 
swift mimicry, speech which bellows and scene which dazzles, on to the stage, in 
the wild and vain belief that by such means vitality can be conjured there And 
m a few instances, to prove the rule, all this partially succeeds It succeeds partially 
with the bubbling personalities of the stage. With them it is a case of sheer triumph 
in spite of the rules, in the very teeth of the rules, and we who look on, throw our 
hats into the air, . . cheer, and cheer again We have to, we don t want to con 
aider or to question, we go with the tide through admiration and suggestion . . . 
That we arc hypnotized, our taste cares not a rap... We arc delighted to be so 
moved, and we literally jump for joy. The great personality has triumphed both 
over us and the art. But personalities such as these arc extremely rare, and if we 
wish to sec a personality assert itself in the theatre and entirely triumph as an actor 
we most at the same time he quite indifferent about the pfay, the other actors, and 
Beauty. . . . 

• • • * 

. . I suppose all the intelligent men and women of Europe (one does not speak 
of Asia for even the unintelligent in Asia fail to comprehend photographs while 
understanding art as a simple and clear manifestation) have protested against this 
reproduction of nature, and with its photographic and weak actuality, tney have 
protested against all this, and the theatrical managers have argued against them 
energetically , and so we look for the truth to emerge in due time It is a reasonable 
conclusion. Do away with the real tree, do away with the reality of delivery, do 
away with the reality of action, and you tend toward the doing away with the actor 
This is what must come to pass in time, and I like to see the managers supporting 
the idea already. Do away with the actor, and you do away with the means by 
which a debased stage realism is produced and flourishes No longer would there 
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be a living figure to confuse us into connecting actuality and art no longer a living 
figure in which the weakness and tremors of the flesh were perceptible 

The actor must go, and in his place comes the inanimate figure — the ueber 
marionette we may call him, until he has won for himself a better name Much 
has been written about the puppet — or marionette There arc some excellent vol 
umes upon him, and he has also inspired several works of art Today in his least 
happy period many people have come to regard him as rather a superior doll — and 
to think he has developed from the doll This is incorrect He is a descendant of 
the stone images of the old Temples— he is today a rather degenerate form of a God 
Always the close friend of children he still knows how to select and attract his 
devotees 

When anyone designs a puppet on paper, he draws a stiff and comic looking 
thing Such a one has not even perceived what is contained in the idea which vve 
now call the Marionette He mistakes gravity of face and calmness of body for blank 
stupidity and angular deformity Yet even Modern Puppets are extraordinary things 
The applause may thunder or dribble, their hearts beat no faster, no slower their 
signals do not grow hurried or confused and, though drenched in a torrent of bou 
quets and love the face of the leading lady remains is solemn, as beautiful and as 
remote as ever There is something more than a flash of genius in the marionette, 
and there is something in him more than the flashincss of displa>ed personality The 
Marionette appears to we to be the last echo of some noble and beautiful art of 
a past civilization But as with ill art which has passed into fat or vulgar hands, 
the puppet has become i reproach All puppets arc now but low comedians They 
imitate the comedians of the larger and fuller blooded stage They enter only to 
fall on their back They drink only to reel, and make love only to raise a laugh 
They have forgotten the counsel of their Mother, the Sphinx Their bodies have 
lost their grave grace, they have become stiff Their eyes have lost that infinite 
subtlety of seeming to see, now they only stare They display and jingle their wires 
and are cock sure in their wooden wisdom They have failed to remember that 
their art should carry on it the same stamp of reserve that vve see at times on the 
work of other artists, and that the highest art is that which conceals the craft and 
forgets the craftsman 

To speak of a Puppet with most men and women is to cause them to giggle 
They think at once of the wires, they think of the stiff hands and the jerky move 
ments, they tell me it is a funny litde doll ’ But let me tell them a few things 
about these Puppets Let me again repeat that they are the descendants of a great 
and nu&Vr font (if Znriger, Imsges n kech mans' msdc .vr the JrArevaerr <j/ G&d, and 
that many centuries ago these figures had a rhythmical movement and not a jerky 
one, had no need for wires to support them, nor did they speak through the nose 
of the hidden manipulator (Poor Punch, I mean no slight to you! You stand alone, 
dignified in your despair, as you look back across the centuries with painted tears 
still wet upon your ancient cheeks, and you seem to cry out appealingly to your 
dog Sister Anne sister Anne, is nobody coming? And then with that superb 
bravado of yours, you turn the force of our laughter (and my tears) upon yourself 
with the heartrending shriek of Oh my nose! Oh my nose! Oh my nose! ) 

Did you think ladies and gentlemen, that these puppets were always little 
things of but a foot high? Indeed, no! The puppet had once a more generous form 
than yourselves 

Do you think that he kicked his feet about on a little platform six foot square, 
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made to resemble a little old fashioned theatre, so that his head almost touched the 
top of the proscenium, and do you think that he always In ed in a little house where 
the door and windows were as small as a dolls house, with painted window blinds 
parted in the center, and where the flowers of his little garden had courageous petals 
as big as his head? Try to dispel this idea altogether from your minds, and let me 
tell you something of his habitation 

In Asia lay his first Kingdom On the banks of the Ganges they built him his 
home a vast palace springing from column to column into the air and pouring 
from column to column down again into the water . A few centuries later, and 
we find his home a little the worse for wear From a temple it has become, I will 
not say a theatre, but something between a temple and a theatre, and he is losing 
his health in it Something is m the air, his doctors tell him he must be careful. 
“And what am I to fear the most?” he asks them 

They answer him “Fear most the vanity of men ” 

He thinks, “But that is what I myself hate always taught, that wc who cele 
brated m joy this our existence, should have this one great fear Is it possible that 
I, one who has ever revealed this truth, should be one to lose sight of it and should 
myself be one of the first to fall? Clearly some subtle attack is to be made on me 
I null keep my eyes upon the Heavens ” And he dismisses his doctors and ponders 
upon it. 

And now let me tell you who it was that came to disturb the calm air which 
surrounded this curiously perfect thing It is on record that somewhat later he took 
up his abode on the far Eastern Coast, and there came two women to look upon 
him And at the ceremony to which they came he glowed with such earthly splcn 
dor and yet such unearthly simplicity, that though he proved an inspiration to the 
thousand nine hundred and ninety-eight souls who participated in the festival, an 
inspiration which cleared the mind even as it intoxicated, yet to these two women 
it proved an intoxication only He did not see them, his eyes were fixed on the 
heavens but he charged them full of a desire too great to be quenched, the desire 
to stand as the direct symbol of the Divinity m Man No sooner thought than done, 
and arraying themselves as best they could in garments (‘like his,” they thought) 
moving with gestures (‘ like him,” they said) and being able to cause wonderment 
in the minds of the beholders (“Even as he does,” they cried) they built themselves 
a temple (‘like his,” ‘like his”), and supplied the demand of the vulgar, .the 
whole thing a poor parody 

This is on record It is the first record in the east of the actor The actor 
springs from the foolish vanity of two women who are not strong enough to look 
upon the symbol of godhead without desiring to tamper with it, and the parody 
proved profitable In fifty or a hundred years, places for such parodies were to be 
found in all parts of the land 

Weeds, they S3y, grow quickly, and that wilderness of weeds, the modern the 
atre, soon sprang up The figure of the Divine Puppet, attracted fewer and fewer 
lovers, and the women were quite the latest thing With the fading of the Puppet 
and the advance of these women who exhibited themselves on the stage in his place, 
came that darker spirit which is called Chaos, and m its wake the triumph of the 
notous Personality Do you see then, what has made me love and learn to value 
that which today wc call the puppet and to detest that which wc call life in art? 

I pray earnestly for the return of the image ... the uber marionette, to the 
Theatre, and when he comes again and is but seen, he will be loved so well that 
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once more will u be possible for the people to return to their ancient joy in cere 
monies once more will Creation be celebrated homage rendered to existence 
and divine and happy intercession made to Death 


WILLIAM BUTLER YEATS 

(1865 1939) 

The great Irish poet W B Yeats from his youth had felt the importance of 
dramatic writing and as an adolescent wrote poetic plays in imitation of Shelley 
His actual participation in theatrical activities came through his interest in restoring 
the ancient glory of spoken verse and through his friendship with Florence Farr, an 
actress whose magnificent voice Yeats constantly extolled In the 1890 s Yeats, like 
many others of his generation, became involved in the controversy over Ibsens plays 
as they were presented for the first time in England He was opposed to Ibsens 
realistic, middle-class plays and wrote, art is art because it is not nature He 
also wrote, yet neither I nor my generation could not escape him because, 
though vve and he had not the same friends, we had the same enemies These 
enemies were the commercial theatre with its lack of interest in artistically spoken 
verse, in poetic drama, or in ideas 

Yeats felt that Ireland in its struggle for a national culture could establish 3 
great poetic theatre His country, having no indigenous theatre, was dependent on 
English touring companies for ns dramatic entertainment Aided by Lady Augusta 
Gregory, Yeats founded the Irish Literary Theatre in 1898 with the hope of giving 
Ireland a theatre like those of Antoine and Brahm, with the difference that it 
would not be devoted to naturalism but to poetry George Moore and Edward Mar 
tyn assisted m the first productions of the Literary Theatre, which gave three senes 
of plays by Irishmen with English actors With the demise of the Literary Theatre 
Yeats enthusiasm was once again fired when he saw the amateur Irish group headed 
by William and Frank Tay fo them he gave some of his plays and with them he 
formed the Irish National Theatre to continue the work ot the Irish Literary The 
atre on a more permanent basis In 1903 this group went to London, where they 
were very successful Miss A E F Hornimann, a British theatre enthusiast, gave 
them a theatre in Dublin on Abbey Street, from which they took the name which 
has become world famous 

With Yeats, Lady Gregory, and us great original dramatist Synge as directors, 
the Abbey Theatre grew to be one of the finest acting companies in Europe Yeats 
gave the group not only his plays, but his guidance in simplifying scenery, in keep 
mg with his admiration for the work of Gordon Craig He encouraged dramatists 
to write for the Abbey and handled much of the practical management of the The 
atre Most of all, he guided the Abbey artistically, constandy stressing beauty of 
speech and poetry on the stage, and simplicity in gesture and action But the Abbey, 
despite Yeats desire for a poetic theatre, became the home of realistic Irish drama 

Yeats turned from the public theatre to create a private theatre devoted to ex 
penmcntal plays written on the model of the Japanese Noh drama He was a pio- 
neer in drama utilizing masks, stylized dance postures, and simplified, symbolic 
stage settings 
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The Sovereignty of Words 

I think the theatre must be reformed in its plays, its speaking, its acting, and 
its scenery That is to say, I think there is nothing good about it at present 

First We have to write or find plays that will make the theatre a place of m 
tellectual excitement — a place where the mind goes to be liberated as it was liber- 
ated by the theatres of Greece and England and France at certain great moments of 
their history, and as it is liberated in Scandinavia today If we arc to do this we 
must learn that beauty and truth are always justified of themselves, and that their 
creation is a greater service to our country than writing that compromises either in 
the seeming service of a cause We will, doubdess, come more easily to truth and 
beauty because we love some cause with all but all our heart, but we must remem 
her when truth and beauty open their mouths to speak, that all other mouths should 
be as silent as Finn bade the Son of Lugaidh be in the houses of the great Truth 
and beauty judge and are above judgment They justify and have no need of 
justification 

Second But if we are to restore words to their sovereignty we must make 
speech even more important than gesture upon the stage 

I have been told that I desire a monotonous chant, but that is not true, for 
though a monotonous chant may be a safer beginning for an actor than the broken 
and prosaic speech of ordinary recitation, it puts me to sleep none the less The 
sing song in which a child says a verse is a right beginning though the child grows 
out of it An actor should understand how so to discriminate cadence from cadence, 
and so to cherish the musical lineaments of verse or prose that he delights the ear 
with a continually varied music Certain passages of lyrical feeling, or where one 
wishes, as in the Angels part in The Hour Glass to make a voice sound like the 
voice of an immortal, may be spoken upon pure notes which are carefully recorded 
and learned as if they were the notes of a song Whatever method one adopts, one 
must always be certain that the work of art, as a whole, is masculine and intellec 
tual, in its sound as in its form 

Third We must simplify acting, especially in poetical drama, and m prose 
drama that is remote from real life like my Hour Glass We must get nd of ever) 
thing that is restless, everything that draws the attention away from the sound of 
the voice, or from the few moments of intense expression, whether that expression 
is through the voice or through the hands, we must from time to time substitute 
for the movements that the eje sees the nobler movements that the heart sees, the 
rhythmical movements that seem to flow up into the imagination from some deeper 
life than that of the individual soul 

Fourth Just as it is necessary to simplif) gesture that it may accompany speech 
without being its rival, it is necessary to simplify both the form and the color of 
scenery and costume As a rule the background should be but a single color, so that 
the persons in the play, wherever they stand, may harmonize with it and preoccupy 
our attention In other words, it should be thought out not as one thinks out a 
landscape, but as if it were the background of a portrait, and this is especially nec 
essary on a small stage where the moment the stage is filled the painted forms of 
the background are broken up and lost Even when one has to represent trees or 
hills the) should be treated in most cases decoratively, they should be hide more 

V B You The Reform of the Theatre Pldyt ml Ccn/rotmm New York Tht Macmil 
Ian Company 1924 pp 4J 49 Copyright 1924 By perm mon of The Macmillan Co. 
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than an unobtrusive pattern There must be nothing unnecessary, nothing that will 
distract the attention from speech and movement. An art is always at its greatest 
when it is most human Greek acting was great because it did all but everything 
with the voice, and modern acting may be great when it docs everything with voice 
and movement But an art which smothers these things with bad painting, with 
innumerable garish colors, with continual restless mimicries of the surface of life, 
is an art of fading humanity, a decaying art 

WILLIAM FAY 

(1872 1947) 

William and Frank Fay were the nvo actors who contributed most to the 
formation and the direction of the Abbey Theatre William followed his elder 
brother Frank in his theatrical interest They were both pupils of Maud Randford, 
who organized a dramatic school in Dublin, and both participated in an amateur 
dramatic society along with Dudley Dtggcs William made his debut in 1891 at 
the Queen s Theatre in Dublin and then toured m Ireland and England 

After the Fays had organized an all Irish troupe to perform Irish and Gaelic 
plays, they attracted the attention of the poet A E (George Russell) who gave them 
his Deirdre and who introduced their work to W B Yeats With the two poets and 
Lady Augusta Gregory, the Fays created the Irish National Theatre Company, 
which became the famed Abbey Theatre 

The Fay brothers were responsible for the productions of the Abbey Frank, 
who believed that the basis of all good acting was good speaking,’ trained the 
troupe and played the major roles in the poetic dramas of Yeats William created 
the chief parts in the plays of Synge, notably Bartley in Riders to the Sea and Chris 
topher Mahon m the controversial The Playboy of the Western World The Abbey 
Theatre corps of actors was distinguished With the Fays were Dudley Digges, Ar 
thur Sinclair, Barry Fitzgerald, / M Kerrigan / A ORourke, Maire NicShuibh 
laigh, and the sisters Maire O Neill and Sara Allgood 

After numerous excellent productions the Fays broke with Yeats and the Abbey 
in a dispute over control of the actors One senses the tension between Fay and 
Yeats in the following statement by William Tay I find that most people think 
of the Abbey Theatre as part and parcel of a national, or rather nationalist move 
ment, that found literary expression in the work of men like W B Yeats and A E. 
and was represented in politics by Sinn Fein They are apt to confuse it with the 
Irish Literary Theatre, which was dead and buried before the Abbey Theatre had 
been conceived, much less born The Abbey Theatre was first and foremost a 
theatrical not a literary movement It was the creation not of men of letters but 
of actors It is true that it discovered many dramatists of ability but the play 
wrights were so to speak, a supervening phenomenon It was the zeal of the play 
ers that provided the conditions in which they were able to emerge Ibsen made 
a theatre to suit his plays Wc of the Abbey made our theatre first and then got 
plays to suit it, which 1 venture to submit, is the natural order — at any rate it is 
what the Elizabethans did We were not literary men Most of us were humble 
folk what bound us together was enthusiasm for the art of acung 

Other directors of the Abbey have been such prominent men as Nugent Monck, 
later manager of the Maddermarket Theatre, Lennox Robinson the playwright and 
actor, Arthur Shields, actor brother of Barry Fitzgerald, and the playwright St John 
Ervine 
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The homely, Irish folk impersonations in which the Fays and their immediate 
associates excelled shaped the peasant dramas popular at the Abbey Theatre In 1927 
Micheal MacLiammotr and Hilton Edwards, revolting against what they called * the 
outworn English school clothed m the homespun of a brogue,” organized the Dub- 
lin Gate Theatre to produce international dramatists 

William Fay toured widely after breaking with the Abbey In 1908 Charles 
Frohman brought him to the United States to produce Irish plays in New York 
and Chicago He directed numerous groups in England, among them Sir Barry 
Jacksons Birmingham Repertory Theatre William Fay has written scenarios and 
played roles on the screen He is the author of A Short Glossary of Theatrical Terms, 
The Fays of the Abbey Theatre, with Katherine Carswell, and Merely Players, from 
which the following selection is taken 


Advice from an Abbey Theatre Actor 

Whatever location you follow m life, you can only get out of it what you put 
into it As Walt Whitman said * The acting is to the actor and comes back most 
to him," for additional power of self-expression is all that comes to a man from the 
practice of any of the Arts, and the amount of his subjective life he can make ob- 
jects e will depend on the tech meal skill with which he can use his medium 

The actor must use his own individuality and personality as the mediums 
through which he displays the various thoughts, emouons, and actions that con 
stitute the character the dramatist has given him to play The extent to which he 
can make his audience belies e in its reality is the measure of his professional ability 
The audience should feel that everything that happens before them on the stage is 
as natural to the actor as eating his dinner, or brushing his hair This natural act 
ing can only be acquired by completely mastering technique and then only using 
as much of that knowledge as is necessary “to put the part over." 

In your first attempts to appear natural don't carry it so far that they will 
need ear trumpets to hear you in the stalls Many young actors are ‘natural” in 
that way "It takes too much out of you to make the people in the gallery hear 
It is good enough for the public to see you without wanting to hear you as well ’ 
But, strange as it may seem, the audience likes to hear at least some of the author’s 
story. Nothing unsettles them so much as to hear an old lady in the second 
row of the stalls say m a very loud voice to her friend ‘ What was that he said?” 
Then her companion in stentorian tones tells her in detail the story of the play 
up to date. 

When Dame Madge Kendal was being taught by her father, one piece of 
advice he continually impressed on her was to remember the poor man in the 
back row of the gallery who has spent a sixpence he could not very well spare 
to hear you And take care that he does Don’t forget that the audience pay 
money to hear you, so carry out your side of the bargain by being audible in 
every part of the theatre You need not bellow like a bull, you can coo like a 
dove if you do it distinctly It is not a big voice that is needed but distinct 
articulation 

The following advice is “wrote sarcastic”, Never be punctual at rehearsals, 

W G Fay Merely Players London Rich and Gowan 1932, pp 19 23 Copyright 1932 By 
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if you are, the other actors will think you are a beginner You don't want that 
to happen Dash on to the stage twenty minutes after the time for which the 
rehearsal was called Say, in a loud voice “Oh, have you started? I hope I’m 
not late I threw a party last night, lost £8 at bridge and didn’t get to bed till 
five” Don’t apologize to the rest of the cast for keeping them waiting Don’t 
excuse yourself to the Producer or the Stage Manager, they are engaged solely 
to wait on your convenience 

The less you know about your part at rehearsal the better The best place 
to learn it is on the stage, not at home where it would take up time that might 
be devoted to more entertaining things You can be sure the rest of the company 
will like being delayed by your lack of knowledge Don t take note of the move 
ments or business the Producer tells you, it gives him pleasure to tell it to you 
again each time you rehearse, and it prevents him forgetting it which he might 
if you remembered it. It enhances your importance to keep the stage waiting 
each time you make an entrance and gives the Stage Manager a lesson in 
controlling his temper, which in all probability he needs 

If you have to embrace one of the ladies in the play, the more gtease paint 
you leave on her frock the better she will like you It is easily taken out of 

a new frock, and there are plenty of theatrical deaners always advertising for 

work The less grease paint you provide the better, for you will then be able to 
find out how you stand with your fellow artists when you go round the dressing 
rooms trying to borrow some. A slavish adherence to the author’s words is not 
necessary you are sure to think of better ones yourself, and being your own 
they will come much more “trippingly on the tongue” If by a lucky chance 
you should think of a funny one, put it in If the audience docs not roar with 
merriment when they hear it, console yourself with the thought that the fault 
lies in their want of a sense of humor 

Always stand on the stage with your legs well apart, so that the audience 
will have no doubt that you are a real he man from the wide open spaces and 

not one of the effete people who live amongst the brick and mortar of towns 

Walk on the stage as if it were covered four feet deep m snow and you have 
to pick your steps This gives a dignified carriage 

To have a red handkerchief gracefully falling out of your pocket, or pouring 
tea in your saucer, then blowing on it, can be recommended as two of the 
safest bits of comic business Plautus used them m hts farces, along with pouring 
water into the other chap’s hat when he is not looking 

Avoid trying to occupy the center of the stage all the time, because the 
other members of the cast like to have a turn there now and again, besides, 
it belongs by right to the ‘leading lady” Instead, you can try standing in front 
of your fellow actors if they happen to be foolish enough to let you Don’t 
forget they like being kept ‘up stage' as much as possible it helps them to 
learn humility, a useful addition to the many bnltiant qualities they already possess 

HARLEY GRANVILLE BARKER 
( 1877 - 1946 ) 

One of the innovators at the turn of the century, Granville Barker began 
lus career as an actor in and around London He toured with Sir Philip Ben 
Grcet’s Shakespearean company and played w.th the Elizabethan Stage Society 
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which was attempting to perform Shakespeare in a manner approximating the 
conditions of the Elizabethan theatre. He appeared m productions of the In 
corporated Stage Society which was devoted to the new English and foreign 
dramas, such as those of Shaw and Ibsen. In 1902 he joined J E Vedrenne 
in the management of the Court Theatre where, from 1904 to 1907, he directed 
the plajs of Ibsen, those of Shaw, and introduced the first play by Galsworthy 
to London play goers His experiments in staging, design, and lighting made 
his productions noteworthy 

In addition to his practical theatrical work Granville Barker translated many 
Spanish plays with his wife. His prefaces to the plays of Shakespeare have made 
him an important interpreter of the bard Not the least of his many accomplish 
ments were his original plays, Madras House and The Voysey Inheritance 

In his lectures on the drama Granville Barker has paid a good deal of 
attention to the problems of the actor and the art of acting The Heritage of 
the Actor’ deals with some of the difficulties created by changing conditions m 
the second half of the nineteenth century Essentially he asks What is the role 
of the actor in the modern drama devoted to realistic character portrayal, the 
drama that does not provide the actor with exciting poetry to reate or impressive 
deeds to perform ? With the emergence of such important prose realists as Shaw 
and Galsworthy, how, he questions, can the actor continue the type of creative 
acting that marked Henry Irving’s embellishments of the melodrama The Bells? 

The Heritage of the Actor 

A play is material for acting It may be far more, but it must be that to 
begin with The actor brings it to a technical completion This, no doubt, puts the 
matter from the actor’s point of view, and while the truth is indisputable, the 
emphasis of the statement may be misleading Even so, this point of view counts, 
if only because, when we bring a play to the theatre, the actor’s is the last word 
m the matter — till the public has its say If it be argued that the play is lm 
plicidy complete when it leaves the authors hands, that the actor’s business is 
interpretation merely, that he can, in truth add nothing to and take nothing away 
from the material a competent playwright has given him — 

There was once, in the 17th century, a gentleman, who, coming out of 
church on a Sunday morning, found a week-day companion sitting in the stocks 
What have they put you there for?” he asked 
Getting drunk ’ 

“Nonsense,” said the church goer, who was a legally minded man, ‘they 
can’t put you in the stocks for being drunk ’ 

’ Zooks' said the unfortunate reveller ‘ But they have' 

It is useless to argue that actors can add nothing to and take nothing from 
the materia] the playwright gives them The answer is that they do Let 
any one familiar with play production ask himself what the final effect would 
be if the actors felt called upon to do no more than speak a speech as the author 
was good enough to pronounce it to them, trippingly upon the tongue A certain 
regardless beauty might result There are plays that, at first thought, would 
seem to profit by this treatment Greek tragedy, with its use of mask and 

Harley Granville Barker * The Heritage of the Actor New York The Quarterly Review, 
Volume 2J 9 Number 476 July, 152 J, pp J J-7J passim 
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cothurnus, asks for its acting a voice and a presence, and little else, though, 
even so, it may be found that concentration upon this single means of expression 
rather heightens than diminishes a personality that can so express itself But in 
a play which pictures human intercourse m accustomed terms, if the actor did 
not do something more than repeat its words with such understanding and emotion 
as they immediately suggested to him, pointing them with appropriate gesture, 
the result would be unbearably fiat and quite unconvincing 

What, then, is the ‘something more he is expected to contribute? His 
personality What, then, is the extension of this in the terms of his art to be? 
Drama ranges from the austerity of Greek tragedy to the freedom of the Com 
media dell arte, and it is not for one manifestation of it, however respectable, 
however popular, to deny the validity of any other The antics of Harlequin arc 
not essentially different from the art that shows us Oedipus But, to bring the 
question to a practical and a more or less topical issue let us rule out both 
drama that is largely ritual and drama that is inchoate Let us assume a play 
conceived by an author in essential completeness, and marked down for interpre 
tation as minutely as words will do it 

The dramatist has a right to expect that any actor, of the required sex and 
of the right age and appearance — picked out of a list, called off the rank as it were 
— will be able to say and do with perfect efficiency whatever can be set down 
for him to say and do This right, like many others, is often in abeyance But, 
with the expectation fulfilled, the dramatist will still ask the actor to be some 
thing besides At times, no doubt, this being is offensive Wc have all seen 
plays swamped by an elaborate exhibition of some one personality We have, on 
the other hand, seen plays of the poorest sort enriched beyond recognition by the 
imposition — as upon one of those vague backgrounds used by Victorian photo- 
graphers — of vivid characters, springing, if not from the imagination of the actors 
of them, then from where? Irvings Mathias will certainly not be found in the 
original manuscript of The Bells And if one is to be told that it was in some 
mysterious fashion innate in the story and the play as Erckmann Chatnan and 
the adapter wrote them, one must ask further was Coquelins conception of the 
innkeeper murderer innate there too? If so, the authors had an uncommonly 
accommodating or a somewhat divided mind 

.The work of the modern theatre, however, where authors and actors of 


average ability are concerned, is done, as a whole, upon the basis of a compro- 
mise by which the author provides essentials and the actor incidentals to taste 
The modern invention, the producer, is the honest broker brought in to effect 
it It answers, doubtless, and the bulk of the work done under it may be pleasing 
enough But is there no more to be slid? Tor there is no future in a compromise 
But it will be owned that this latest period of development in drama has 
been the playwrights period, not the actors Has it not often brought actor and 
playwright to odds, now openly, now — for good reasons of bread and butter— 
as polite as you please f Once, at a public dinner, Ibsen was congratu ated 
upon the magnificent parts his play provided for their interpreters The o’d 
gentleman scowled terrifically Parts! he said, when he rose to speak, I do 
not write parts I create men and women On the other hand, could the talk 
of actors gathered togetier at many a private dinner during the last forty years 
be recorded, it would rise to Heaven as the discordant wail of a crushed and 


desolated race. 
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The qmrrd, I repeat, may seldom be particularized A theatre is the happiest 
of workshops and its controllers have to learn that happiness is a necessan 
part of its efficiency And, as I hi\e suggested, in practice these conflicting 
interests are accommodated by a compromise Let there be so much sheer inter 
pretation of the part I have written, so much exploiting my dear Mr So-and so 
of your personality Never, of course, is it put m so many words, or even thought 
of with so brutal a clarity And where the domination of either author or producer 
on the one hand, or of actor on the other, is perfect and unquestioned, no overt 
difference will be detected The author murmurs approvingly from the shrouded 
stalls, or the actors obediently note that they are not only to do but to feel this 
and that and no more Five minutes — five seconds 1 — at a rehearsal or performance 
will tell the experienced observer which regime is in force Some rehearsals, doubt 
less, run their course upon a basis of conflict to a goal of haphazard performance 
If the play is a success — and good plays and bad plajs, bad performances of 
them and good ones, succeed and fail equally — no one concerned asks any 
questions If it is a failure, the author feels, “Ah, if my play had had a chance ! 
and the actors either * Ah, if I’d only had something to act 1 or If they’d 
only have let me act itl It is a stupid quarrel And what is its result for the play 
goer? That good actors often prefer bad plays, and that good plays are too often 
deplorably badly acted 

If this is the dramatist’s day, he will be wise to consider the actor, not as 
a mere appendage to his work, but as its very life giver Let him realize that 
the more he can learn to ask of the actor the more will he gain for his play 
But asking is giving He must give opportunity 

Why do vve go to see a play that we really like again and again ? 
(And return visits are the test, m music, m painting, in drama ) Not to have 
the story re told us, however ingeniously it may be told It is the elucidation 
of character that does not pall, and it is in this — all virtuosity, all that is learn 
able allowed for — that the actors art finds its final task and its true achievement 
As with the actor, so with the playwright, construction and the rest of it are 
as learnable as is good speaking and the tricks of painting the face, but eitber 
he can create men and women m terms of dramatic action or he cannot And 
nothing else finally counts He need not, however, with Ibsen, disdain to think 
of them as parts to be played That was tn its time, perhaps, a wholesome 
protest against the actor s egoism But it has become — frankly — a piece of snobbery 
and no more For now as always it is the power of the actor, adopting the 
speech and action of the authors imagining, to elucidate the character in the 
terms of his own personality that gives the thing that apparent spontaneity of 
life which is the drama’s peculiar virtue 

Modern drama, the actor may tell us, does not give him the chances that the 
old did But in much of it there is more for him to do than he is apt to think 
For he thinks of great acting too often in terms of the past, his mind stalks 
that apron stage of Garrick s Or, worse, he thinks of it in vacuo His secret 
heart asks for a play which shall be but a colorable preparation and excuse for 
his doing something emotionally tremendous He wants to ‘ capture his audience, 
he ) earns (quite nghdy) after that emotional intimacy with them which will 
bring them to crying when he gives the cue and laughing when he laughs, 
without ever asking the reason why His instinct tells him indeed that the less 
reason has to do with it the more satisfying his job will be Set him free, he feels, 
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to appeal to the hearts of the people and all will be well Again, he is right 
from his point of view All will be well enough for that moment of triumph, 
and he is not responsible for the after questionings of an audience convalescent 
from their attack of this Dionysiac disease What was it all about? That has to 
be the authors concern, and he may — or may not — have a reputation for sanity 
which he cares to presene 

In the day of the dramatist, therefore, the actor must not seek that sort of 
emancipation He must — it is the only way in art — break to new liberty through 
fulfillment Modern plays make demands on him that, he may often think, 
are less in degree than he deserves, but as he may even oftener omit to notice, 
these differ almost in kind from the old demands Until he has exhausted the 
possibilities there are he cannot justly reproach, well, he will not wisely reproach — 
the authors of his histrionic being (if now they have the whip hand of him) 
with not providing more 

The modern dramatists side of the case begins with a justification, but ends, 
it may be, with a question His demands on the actor do differ gready from the 
old demands, and the actor has been slow to recognize it One need not here 
try to trace the process of change But the plain fact is that the writer of today, 
setting himself to mirror some fraction of contemporary life in dramatic form, 
goes to work under technical obligations that a century ago could have found no 
application at all, that fifty years back were but emerging from the tangle of 
an older, a much worn tradition If they are to be stated in a phrase or m a 
dozen phrases, they are none the less obvious One might try, not quite success 
fully, to round them in with a paradox by saying that the foodights which 
symbolize the illusion of the picture stage now destroy the very division between 
actors and audience that they first made Dramas aim has not changed This is 
still to create an emotional intimacy between these two, only the means to the 
end have shifted, have indeed finally been reversed For — paradox apart — by the 
old method the stage and the actor were brought into the midst of the audience, 
by the new the audience is lured in imagination on the stage, if it can be hypno- 
tized, even, into forgetting that such a thing as a stage exists, so much the better 
Wherefore the realistic setting has been perfected We have rooms that we 
may regard as our own, fires that crackle, lights that our fingers twitch to turn 
up or down, doors that shut and bang with a familiar sound It is interesting 
to remember that the end of The Dolls House — of the play which began this 
movement — was the banging of a door 

To such realism naturally belongs realism, or — if one rejects that abused 
word' — verisimn'ifudt at speecA amf aettun anrf at nVer drawing- at chsrsetcr 
generally Now, cause and effect in the development of an art are hard to dis 
tinguish Let us only say then, that these things have in turn been the occasion 
of a great change of content in plays The actor must follow where the dramatist 
leads Here he has hung back, he has protested, and he has had times of real 
and times of false enthusiasm for the new thing He has often succeeded in coaxing 
the dramatist aside for an old fashioned frolic. But, on the main path, he has 
had to follow And the dramatist— this might be his protest— now puts him in a 
world which is sometimes far too like the real one to be at all amusing He is 
expected to know what a bishop, a stockbroker, a politician, a Frenchman, a 
Lincolnshire fanner, or a Scottish professor really are like He is asked, more 
over, to devote himself, even by the complete suppression of himself, to exhibiting 
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the commonplace and expounding the abstruse, not to murmur if, when the 
exhibiting and expounding suffices the purpose of the play, he is bundled un 
ceremoniously out of it, not to complain if he can only find m the paper the next 
morning that "the performance was adequate ” No wonder he thinks enviously 
of Edmund Kean and of "loud applause” punctuating every few lines of a 
performance, and of the days when a Mercutio, after departing to die, promptly 
returned to bow to the chcenng, while Romeo and the rest stood around and the 
play itself waited his triumph’s pleasure. 

A generation of actors has already grown up, perhaps, that takes its new 
leading strings for granted, otherwise the consequent question would be put more 
imistendy than it is It will try to put it Has the dramatist, busy reconstituting his 
own art to gam full advantage from this theatre of the new illusion, given enough 
thought to all that the art of the actor has to gam from it? Has, m fact, the art 
of the actor gained in these days of the dramatists dominance? And, if not, must 
not any gam to drama itself be but a very partial gain? 

There has lately been revolt against verisimuitude The dramatists them 
selves look round for ways of emancipation But the revolt has been led — oddly 
enough — not by the actor but b> designers of scenery The actor would have 
been wise to make the quarrel his own and to make it a quarrel of principle 
His is the case, but he has let the best of it go to snatch petty advantages here 
and there And the scene designer fights, not in his interest at all, but against 
him . 

Ibsen and Shakespeare in the shades must wonder indeed when it comes 
echoing to them that, for their work to have full value for the theatre, it must 
be made “expressiomstic ” Actors, remembering their great predecessors, must 
feel n little bored when they are recommended to be * presentational,’ or to wear 
masks, or, on occasion, to abdicate altogether in favor of marionettes 

The beauty of sublimated human emotion, tint is the beauty which properly 
pertains to drama Without this and its complements of wit and humor, drama 
will die, and neither brains in the playwright nor the splashing of paint will 
avail to save it But there is no need whatever to suppose that the technique 
of the modern play of verisimilitude is outworn or that its gams to the drama 
tist must be abandoned in a search for beauty and emotional power And the 
gain to drama itself will be entire if the actor can be brought to contribute more 
largely from his own peculiar resources, the resources of human emotion Not 
how to stifle or suppress this in the name of bis own new freedom,, but how 
to employ it to new and to subtler purpose should be the dramaust’s problem 
rfut — this must be recognized — it is the problem of a partnership It will not 
be resolved under the tyranny of dramatist or actor In the lack of a fruitful 
recogmuon of this the scene designer has come thrusting in where really he has 
no business His interference has resulted in a most beneficent improvement of 
bad scenery into good But, if it is to be a question of the development of drama 
itself— no, no, let him mind his paint pots 

We may sense what is wrong, jet wisely be chary of dogmatizing upon its 
putting right. Certainly it is futile to request dramatists to give actors better 
chances of acting, to turn out plays containing such and such ingredients in such 
and such proportion — as if the making of plajs were one with the making of 
puddings or pills And the actors practical difficulty — once he forswears the ideal 
of a tame dramatist who will make him a play as his cook makes him puddings — 
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is that he must act what he finds to act He could more often strangely 
enough, find the occasion in plays m which the dramatist has himself been im 
patient of the form chosen and has surcharged it with thought or with feeling 
It is, in fact, to the dramatist’s experiments in the enlargement of his own art 
that the actor should look for the development of his , . 

What, then, is the actor’s case, what should he daim from the modern drama 
what has he to offer? The dramatist’s chief gain from the theatre of the new 
illusion and the conventions which belong to it, has been — at the price of some 
limitation of his power to project things m the doing — a great extension of 
resource in picturing things as they are There was more need, as well as more 
scope, for physical action upon the older stage, even as there was for the spell 
binding sway of verse But by the new illusion the attention of an audience can 
be focused upon the smallest details without either words or action being used 
to mark them, light, darkness, and silence can be made eloquent in themselves, 
a whole gamut of effectiveness has been added It has brought new oblications — 
of accuracy, of sincerity, of verisimilitude in general, as we have noted Then 
gain and loss both must be reflected in the actor’s opportunity His chances of 
doing are curtailed, in their stead new obligations of being arc laid upon him 
Can he not turn them to his profit? 

One is tempted to imagine a play — to be written m desperate defiance of 
Aristotle — from which doing would be eliminated altogether, in which nothing 
but being would be left The risk set the actors of it would be to interest their 
audience m what the characters were, quite apart from anything they might do 
to set up, that is to say, the relation by which all important human intimacies 
exist If the art of the theatre could achieve this it would stand alone m a great 
achievement 

one may hazard an assertion that the modern dramatist’s failure to 
provide due opportunity for his actors is oftenest this he has discovered no 
sufficient substitute for the poetry and rhetoric in which lay the acting strength 
of the old plays He may write excellent sense, and the audience, hearing it, 
will yet remain profoundly uninterested Is the actor to blame? No, dramatic 
dialogue needs other qualities before it can be made to carry conviction There 
is no solution, needless to say, in the dressing up of the play in poetic phrasing 
or the provision of a purple patch here and there One must choose a medium 
and stick to it, only so can illusion be sustained But the old dramatists did put 
into the hands — or, rather, into the mouths — of their actors a weapon of great, 
of magical power, by which, with little else to aid them, they could subdue 
their hearers to every illusion of a mimic world Useless today to imitate its 
form, to fancy the strength lay in that The essentials of it must be sought and 
somehow found When found they arc recognizable enough Take any play and 
read two pages aloud There can be no mistake Tested by the living voice, 
either the language has life in it or it has not A difficult medium, no doubt, to 
master, the prose of common speech which shall yet have the power of poetry 
But it is what the actor asks if he is to command belief in his world of make 
believe 

To put it in a phrase then, if the actor is to come to his own in the new 
drama, something the dynamic equivalent of poetry must be given to him as 
material for his share of the work Nor is this too hard a saying The dramatist’s 
task— and the actor’s coming after him— is the building up and exhibition of 
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human character, the picture of men’s natures in the intimacies of their working 
To this extent it is essentially a poet’s task and the means to it are essenually those 
a poet seeks 

And magic is needed, the power of the spoken word is a magic power 
But the art of the theatre is not a reasonable art A play’s dialogue is an m 
cantation, and the actors must bewitch us with it They must seem, now to be 
the commonest sort of folk, now superhuman, and the form of their talk must 
fit them But, for all appearance, it must ever be of a trebly-distilled strength 
It must ha\e this power of poetry in it It must be alive with more than the 
mere meaning of words In content and in form the modern dramatist has often 
advanced his art But still, too often, the worthiest plays will leave us cold, 
respectful, when we should be deeply moved, or paying them instead of laughter a 
tolerant smile What is wrong? This, for one thing, I suggest The dramatist of 
the new dispensation has yet, as a rule, to learn both what to ask of his actors 
and how best to help them to answer the demand 

LESLIE HOWARD 

(1893 1943) 

Leslie Howard, the esteemed British stage and screen actor, was born in 
London He began as a bank clerk, joined the army, and only after hts discharge 
from the forces began his stage career In 1917 he made his debut as Jerry with 
a touring company of Peg 0 My Heart and appeared as Charles Wykeham in 
Charleys Aunt His first London appearance was in The Freaks m 1918 

After his first New York appearance at the Henry Miller Theatre in 1920, 
he played often on both the English and American stages In 1927 Howard 
was very successful as Andre Sallied in Her Cardboard Lover Among the nu 
merous plays in which he was both actor and producer were The Animal Kingdom 
The Petrified Forest and Hamlet Howards original play Murray Hill was pro- 
duced m London as Tell Me The Truth and was later revised and retided As 
Elizabeth Steps Out 

Having made his initial appearance as a film actor in 1930, Howard soon 
achieved success in the new medium With Outward Bound Berkeley Square, 
and The Scarlet Pimpernel, he became a favorite movie idol His performances 
in Of Human Bondage The Petrified Forest and Pygmalion (which he co- 
directed) were notable screen portrayals 

In the debate on the film as an actor’s medium, Leslie Howard, in the 
following article, ranged himself with those who remain faithful to the stage 

The Film as an Acting Medium 

I must, in all honesty, preface my observations with a reiteration of a long 
held conviction that the talking picture, as at present known, is not a medium for 
the actors art at all 

I am perfeedy aware that this will be regarded in some quarters as a sweeping 
and irresponsible statement, but the fact that it is believed by many actors, 
and suspected by a great many more, seems to make it a matter, at least, for inquiry 

Leslie Howard The Actor in Behind the Screen How Fdtrtt Are Hade, edited by Stephen 
Watts New York Dodge Publishing Company, 1938, p p 78 90 
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Such a discussion raises, of course, the old controversy as to the artistic 
status of acting m general, but I dare not be lured into this, and must proceed 
on the assumption that it is an art form, whether it be creative, interpretive, or 
what you will I must further insist that it is the talking picture with which 
I am concerned and not the silent picture which, from the actor’s point of view, 
was a kind of impromptu pantomime — a horse of a different color altogether 
The modern talking picture sets itself up as a vehicle for the spoken drama 
and as the logical successor to the flesh and blood theatre Indeed, over a large 
portion of the civilized globe it has entirely supplanted what is known with in 
creasing truth as the legitimate theatre, and has, in the mam apparently, 
satisfied its audiences, the younger generations of which are largely ignorant of 
any other sort of dramatic diversion But it is only a relative satisfaction after all, 
a fact which can be borne out by comparing the behavior of an audience at a 
successful play with that of a similar audience at a successful picture There arc 
a number of reasons for the comparative apathy of the latter, not the least being 
that the movies, to repeat my opening point, cannot begin properly to convey the 
actor to the audience 

In order further to pursue this contention, I had better outline what I believe 
to be the condiuons under which the art of acting can flourish It is significant 
that from the theatre of Dionysius down to the smallest and most scientific of 
modern legitimate’ playhouses, the builder has had two simple aims first, the 
provision from every seat of a dear view of the stage, and second, the creation of 
perfect acoustics The complete realization of these two objectives results in an 
intimate theatre — the actors dream and the audience’s delight Intimacy produces 
communion, and communion between actor and audience is the first essential 
of living drama 

Though this fusion of player and spectator is the final consummation of 
all that has gone into the preparation of the drama, the creative period itself 
demands certain conditions for its perfect functioning 

The original work which the actors arc to interpret must have the purity 
and unity of one man’s creation, or at least a collaboration working as one man 
and having the freedom of expression which only an independence of outside 
influence can bring The author of the work must be able to provide the actor, 
either on paper or orally, with concise, detailed and intimate knowledge of the 
role he is to portray Whether the play as a whole be good, bad, or indifferent, 
it is essential to the actors performance that the character he is to play be 
known to him m its entirety, nothing hidden, nothing obscure, nothing in doubt 
It is essential, too, that he understand to a nicety the genre of the whole work, 
whether it be naturalistic, impressionistic, poetic, satirical, farcical 

When the actor has had sufficient time to read, re read, and understand 
the play, there begins that vital period of absorption — the rehearsals This digestive 
process occupies several weeks Even the actors’ unions, with one eye on the fact 
that the player works without pay at this important time, have set the rehearsal 
period at four weeks, and there arc many plays for which twice this number 
of weeks would not be too long a preparation 

The rehearsals occupy seven or eight hours a day, commencing with careful 
readings of the play, during which every implication of story and character, can 
be examined, and proceeding by logical stages to the perfect combination of the 
physical, mental, and vocal functions of the characters I am convinced that 
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nothing but a reasonably slow growth produces the flawless fusion of subcon 
saous and conscious from which a first rate performance is born 

I am quite sure, on the other hand, that a glib, parrot like recitation of lines 
learned by heart before rehearsals is absolutely detrimental to the final execution 
Learnt by heart w ords quickly become words and no more, and the mere strain 
ing to remember them in the initial stages produces a conscious effort which is 
destructive of spontaneity, and from which the ultimate performance may never be 
freed 

The dialogue should be read during the first week or even two weeks of 
rehearsals (depending, of course, on the individual actor), and unconsciously 
absorbed simultaneously with the physical movements and the psychological 
motives of the characters At no time during the preparation of a play should 
there be — nor need there be — that tension or strain which ends in self-consciousness 
and lack of conviction The whole thing must be governed by the common 
sense axiom that it is better to learn to walk before running 

I happen to be a violent opponent of the impromptu or inspirational school 
of acting, and a firm believer that the best results are obtained by a careful 
and elaborate working-out of detail, a complete control by the actor of emotional 
and physical processes, the whole method being then studiously concealed and the 
result producing the fascinating illusion which comes when a properly con 
structed work of art has the air of inspired impromptu Has the air of are the 
operative words in that sentence 

Proceeding along these general lines for a month or more, the ideal production 
finally reaches the public, when, for the first time a performance can conscientiously 
be given. For I do insist most vigorously that, as a play does not exist without 
actors, so the performance does not exist without an audience 

There are still many weeks before the play reaches that audience by which 
it will be finally judged It has first to go through it* trying it-on the-dog period, 
and those remote districts which might otherwise object to being a testing ground 
may find some consolation in the fact that they arc taking a most vital part m the 
creation of a work of art And it is at this moment that the actor comes into his 
own as artist. For immediately the piece is confronted with its audience, all the 
elements, save one, that have contributed to the production, disappear from view, 
the producer, the director, the scenic artist, even the author, all retire behind 
the scenes, their work done With all credit to them it is almost as if they had 
never existed 

Who is left? No one but our old friend the actor, now in undisputed com 
tnand of his medium To the audience, there is only the actor, no one else 
He has absorbed into himself all that went to the making of the production 
What is even more important to the actor — and this is no idle egotism — there 
is only the actor He is the man in charge. He is the creator There is no one and 
nothing between him and his audience And only the actor can tell of the joy of 
that creation, of the sublime satisfaction which is the immediate reward of a 
perfect communion between both sides of the footlights as he leads his audience, 
without interruption, from the beginning to the end of a fine play Here, indeed, 
is the artist in control of his medium, just as much, I think, as is the painter, 
the poet, the composer Or, if you want to quibble as to the rights of the actor 
as a creator, then certainly as much as is the interpretive musician I submit 
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Such a discussion raises, of course, the old controversy as to the artistic 
status of acting in general, but I dare not be lured into this, and must proceed 
on the assumption that it is an art form, whether it be creative, interpretive, or 
what you will I must further insist that it is the talking picture with which 
I am concerned and not the silent picture which, from the actor’s point of view, 
was a kind of impromptu pantomime — a horse of a different color altogether. 

The modern talking picture sets itself up as a vehicle for the spoken drama 
and as the logical successor to the flesh and blood theatre Indeed, over a large 
portion of the civilized globe it has entirely supplanted what is known with in 
creasing truth as the legitimate theatre, and has, in the mam apparendy, 
satisfied its audiences, the younger generations of which arc largely ignorant of 
any other sort of dramatic diversion But it is only a relative satisfaction after all, 
a fact which can be borne out by comparing the behavior of an audience at a 
successful play with that of a similar audience at a successful picture There arc 
a number of reasons for the comparative apathy of the latter, not the least being 
that the movies, to repeat my opening point, cannot begin properly to convey the 
actor to the audience 

In order further to pursue this contention, I had better outline what 1 believe 
to be the conditions under which the art of acting can flourish It is significant 
that from the theatre of Dionysius down to the smallest and most scientific of 
modern ‘legitimate” playhouses, the builder has had two simple aims first, the 
provision from every seat of a dear view of the stage, and second, the creation of 
perfect acoustics The complete realization of these two objectives results in an 
intimate theatre— the actor’s dream and the audience’s delight. Intimacy produces 
communion, and communion between actor and audience is the first esscnual 
of living drama 

Though this fusion of player and spectator is the final consummation of 
all that has gone into the preparation of the drama, the creative period itself 
demands certain conditions for its perfect functioning 

The original work which the actors are to interpret must have the purity 
and unity of one man’s creation, or at least a collaboration working as one man 
and having the freedom of expression which only an independence of outside 
influence can bring The author of the work must be able to provide the actor, 
either on paper or orally, with concise, detailed and intimate knowledge of the 
role he is to portray Whether the play as a whole be good, bad, or indifferent, 
it is essential to the actor’s performance that the character he is to play be 
known to him in its entirety, nothing hidden, nothing obscure, nothing in doubt 
It is essential, too, that he understand to a nicety the genre of the whole work, 
whether it be naturalistic, impressionistic, poetic, satirical, farcical 

When the actor has had sufficient time to read, re read, and understand 
the play, there begins that vital period of absorption — the rehearsals This digestive 
process occupies several weeks Even the acton’ unions, with one eye on the fact 
that the player works without pay at this important time, have set the rehearsal 
period at four weeks, and there are many plays for which twice this number 
of weeks would not be too long a preparation 

The rehearsals occupy seven or eight hours a day, commencing with careful 
readings of the play, during which every implication of story and character, can 
be examined, and proceeding by logical stages to the perfect combination of the 
physical, mental, and vocal functions of the characters I am convinced that 

[3741 



ENGLAND AND IRELAND 

nothing but a reasonably slow growth produces the flawless fusion of subcon 
saous and conscious from which a first rate performance is born 

T am quite sure, on the other hand, that a glib, parrot like recitation of lines 
learned by heart before rehearsals is absolutely detrimental to the final execution 
Learnt by heart words quickly become words and no more, and the mere strain 
ing to remember them in the initial stages produces a conscious effort which is 
destructive of spontaneity, and from which the ultimate performance may never be 
freed 

The dialogue should be read during the first week or e\ cn two weeks of 
rehearsals (depending, of course, on the individual actor), and unconsciously 
absorbed simultaneously with the physical movements and the psychological 
motives of the characters At no time during the preparation of a play should 
there be — nor need there be — that tension or strain which ends in self-consciousness 
and lack of conviction The whole thing must be governed by the common 
sense axiom that it is better to learn to walk before running 

I happen to be a violent opponent of the impromptu or inspirational school 
of acting, and a firm believer that the best results are obtained by a careful 
and elaborate working-out of detail, a complete control by the actor of emotional 
and physical processes, the whole method being then studiously concealed and the 
result producing the fascinating illusion which comes when a properly con 
strutted work of art has the air of inspired impromptu ‘ Has the air of arc the 
operative words in that sentence 

Proceeding along these general lines for a month or more, the ideal production 
finally reaches the public, when, for the first time, a performance can conscientiously 
be given. For I do insist most vigorously that, as a play does not exist without 
actors, so the performance docs not exist without an audience 

There are still many weeks before the play reaches that audience by which 
it will be finally judged It has first to go through its ‘ trying it-on thc-dog period, 
and those remote districts which might otherwise object to bang a testing-ground 
may find some consolation in the fact that they arc taking a most vital part m the 
creation of a work of art. And it is at this moment that the actor comes into his 
own as artist. For immediately the piece is confronted with its audience, all the 
elements, save one, that have contributed to the production, disappear from view, 
the producer, the director, the scenic artist, even the author, all retire behind 
the scenes, their work done With all credit to them, it is almost as if they had 
never existed 

Who is left? No one but our old friend the actor, now in undisputed com 
mand of his medium To the audience, there is only the actor, no one else 
He has absorbed into himself all that went to the making of the production 
What is even more important to the actor — and this is no idle egotism — there 
is only the actor He is the man in charge He is the creator There is no one and 
nothing between him and his audience And only the actor can tell of the joy of 
that creation, of the sublime satisfaction which is the immediate reward of a 
perfect communion between both sides of the footlights as he leads his audience, 
without interruption, from the beginning to the end of a fine play Here, indeed, 
ts the artist in control of his medium, just as much, I think, as is the painter, 
the poet, the composer Or, if you want to quibble as to the rights of the actor 
as a creator, then certainly as much as is the interpretive musician I submit 
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that any art medium, to be worthy of the name, must be capable of being 
controlled by the craftsman who will express himself through it 

Can we possibly say that the talking picture fulfills this essential fundamental 
as a medium for the actor? I shall try to prose, on the contrary, that in this 
case it is the medium which controls the artist, or, in other words, the tail that 
wags the dog Tor observe, please, that the method of manufacture of the average 
motion picture contravenes, from beginning to end, these fundamental conditions 
I have briefly sketched, which have, from time immemorial, been regarded as 
necessary for the flourishing of the actor’s art 

Let us follow quickly the course taken by a typical, modern talkie in the 
making m its relation to the actors In the first place, it is written to order 
The producer has bought the rights to a play, a book, a short story even an idea, 
and has commanded a number of his writers to prepare treatments Sometimes 
the writers work in sequence, sometimes in a kind of collaboration, but always 
they vvork to the specifications of the producer — because he is supposed to be a man 
who knows what the public wants 

The experienced screen writer, therefore, in the interest of economy of 
effort, has learnt to exclude original ideas from his vvork, knowing that they may 
be frowned upon from above, or at the best shared or discarded by half a dozen 
other writers who may later be assigned to the same job The resultant hybrid is, 
consequendy, a matter of some mystery to all concerned, nobody having a very 
dear understanding of a brain-chtld which is without a responsible parent 

This conglomerate work is handed to the actor anything from a few days to 
a few hours before he reports for vvork, and even if he is important enough to be 
allowed to criticize, he will hesitate to add another cook to the many who have 
concocted the broth 

What the actor really needs is precise information concerning the part he is 
to play, and if such knowledge is not in the script, he will turn to the director 
for enlightenment But that gentleman, by the nature of things, is seldom better 
informed than the actor After all, the director can hardly know more about it 
than the writers And they, after weeks of ‘'conferences,” are liable to be so 
muddled about the whole thing that they are not even interested (Need I say 
that there are varying degrees of exceptions to this state of affairs > And need I 
add that these exceptions arc in a marked minority?) 4 

The actor, then, is pretty well in the dark about the character he is to portray, 
and since there is no preparation or rehearsal period, he remains in the dark 

The actor arrives on the set at nine o’clock one morning all dressed and 
made up i for A<sr pan t He ha s learned by heart the particular scene to he shot that 
day, which, of course, is practically never the first scene, it is more likely to be 
the end of the picture 

In an atmosphere of indescribable dm, the technicians are getting to work, 
the camera crew are busy with their equipment, the electricians hanging the lights, 
the sound department attending to their paraphernalia, the grips, carpenters, 
property men, and painters putting finishing touches to the set There is further 
more, a small army of assistant directors, stand ins, hairdressers, make up men, 
costumers, publicity men, still photographers, dressers, script girls, scenic artists, 
technical advisers, cutters, and others who must be nameless because one has 
never been able to discover their precise functions 

Quite probably there are a number of visitors besides, people who have no 
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right to be there at all, including relatives, sightseeing tours, insurance salesmen, 
wine merchants, and brokers of various sorts. When this well meaning chaos 
has been partially subdued by a number of people shouting “Quiet” e\en louder 
than the general noise, the director gathers the actors together and, placing them 
on the chalked marks which have been drawn on the floor for them by the 
cameramen, conducts what is known as a “run through.” 

The “run through” is the movie equivalent of the long, cumulative rehearsal 
of the stage, and consists of a rapid repetiuon of the scene to be shot. This 
happens a sufficient number of times for the actors to succeed in giving a super- 
ficially proficient performance of their hastily learned lines, and not much more. 
Immediately the “run through” is over, the director announces, “Well take it.” 

The actors make ready for the big moment, the army of technicians do their 
stuff, and the scene is given to the world perhaps an hour after the players in 
the cast have read it together for the first time. 

You must realize, too, that the scene may be from two lines to two or three 
typewritten pages taken at random from their context, that the actor is working 
under the tension of consciously trying to remember his words, his movements, the 
director’s instructions, the cameraman’s chalk marks, and the position of the 
microphone, that a barrage of lights is burning him up and blinding him. It is 
under these uncomfortable conditions that he comes as near as he ever will to 
meeting his world wide audience. It is obvious that the mechanical condiuons 
of film making do not permit of those touches, those natural hesitations, and 
irregularities of word and gesture which give charm and spontaneity to an 
experienced stage performance. Any deviation from the steady flow of words, 
any straying an ay from the line of the camera angle , or unexpected mo\cmcnt 
which die cameraman is not prepared to follow, and the whole scene must be 
retaken This inevitably produces tension and nervousness, which, as likely as 
not, result in completely stulufying the wretched performers, a state of affairs 
only intensified by the knowledge that delay costs untold thousands of pounds an 
hour, and by the vigorous and unyielding pressure applied by the production de- 
partment to inspire speed at whatever cost 

The actors, having performed the scene m ‘long-shot," will then be shot 
from a variety of camera angles, each getting closer and more constricted until 
the thing ends in the popular and inescapable 'dose up” in which nothing can 
move at all except the lips, and they only very discreetly, since they will be at 
least three feet wide on the screen A dose up of two people, known most originally 
as a “two-shot,” is even more trying, as the performers work nose to nose trying 
not to get into each other’s light. This, I believe, accounts for the apparenUy 
alarming number of cross-eyed persons on the screen 

The screen actor has to be prepared to jump into any situation at a moment’s 
noucc, and I have noticed that the experienced ones, who know how to preserve 
their nervous systems and peace of mind, do not inquire very deeply into what 
they are doing, but just do it. If the director says, ‘Please change into evening 
dothes. I want a dose up of you saying ’Ah,*” it is better to do as you are told 
and say “Ah” in a variety of way's as it you know all about it. Lien if no sounds 
are demanded and the actor is merdy asked to make faces into the camera 
(known as ’reactions" in movie parlance), the wise ones just look intelligent and 
carry on. They know only too well that no matter what they may expend in 
nerve and brain power, their grimaces will be scxuumzed dispassionately by a man 
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in a little fire proof room wmc snipped with his scissors and pieced in here 
and there, wherever they will do the most good, others, often the most cherished 
ones, will be unfeelingly dropped upon the cutting room floor The actor will 
have nothing to do with such decisions 

So much for the control of the artist over his medium! 

As for the audience, that other half of the actor — well, the best approximation 
of it the screen actor can get is the somewhat bhs£ and weary staff on the set 
or an occasional wide-eyed visitor, completely bewildered by the odds and ends 
of the acting he secs, who usually goes away thinking it all very silly and saying 
‘ Our Willie could do better than that ” 

The first contact with the public, that moment which is for the stage actor a 
thrilling and inspiring culmination of his work, is for his motion picture brother 
a dreary and fruitless affair This function is known as a preview and is given 
at some remote theatre without warning, the entire production being earned there 
in several tin cans on the floor of the producers car and tried out on an unsus 
peeling audience 

Most actors take care to be a long way away on these occasions, and many 
avoid all public presentations of their performances This is very wise of them, 
for to sit among the spectators watching ones anaemic shadow flitting about 
on the screen, with its glaring shortcomings irrevocably fixed for postenty, with 
all human contact with an audience so obviously missing, and to be unable to 
exercise any control over its anucs is, indeed, an agonizing experience The audi 
cncc may be hysterical with laughter during what should be a most touching 
scene, but the fatuous creature on the screen, completely oblivious to it all, con 
tinues m the same silly vein, or if there is genuine laughter at its witticisms, the 
absurd shadow ratdes along without pause, its succeeding remarks completely 
lost Surely, thus helplessly to observe himself is, for the actor, the last refinement 
of artistic torture So much for the sublime communion of actor and audience. 

I should like to go further and hint that not only arc first rate artists, 
by the very nature of the medium, reduced to virtual impotence in talking 
pictures, but that they can be actually unnecessary to the making of them, given a 
producing brain that can find substitutes It is not easy, but it has been done 

For example, I could cite the extraordinary case of Mr Darryl Zanuck This 
astute producer, having seen his very joung Twentieth Century Corporation 
merged with the enormous Fox Film Company, took charge of all production 
in the resulting vast organization, physically capable of mass film production on 
a gigantic scale But, with this great technical and commercial equipment ready 
m his hands, he found himself with practically no star actors Actually, I believe, 
the studio had only one male star and the baby performer, Shirley Temple, this 
child being the great concern’s principle asset 

Zanuck, with his journalistic instinct and sense of the topical, promptly made 
the world famous Dionne Quintuplets the stars of one of his early pictures, and 
followed this by making stars of the skating champion Sonja Heme, the celebrated 
newspaper columnist, Walter Winchell, and of Ben Berme, the famous band 
leader known as “the old maestro ’ As actors and actresses these were all entirely 
unknown quantities 

Other similar producuons followed, and the new company prospered mightily 
, n us very first year, very largely because its head man knew his medium so well, 
and knew that, though professional star actors are a great help, if you’ve got to 
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make pictures and haven t the actors with which to make them vou can manage 
very well with anything from heavy weight champions to Negro babies, provided 
you are smart enough to strike an angle of public intcrtst 

Of course, everyone knows the enormous success of the wild animal pie 
tures, and remembers fondly the various animal stars — horses, dogs, etc — headed 
by the unforgettable Rin Tin Tin of blessed memory And surely the greatest and 
best -cent rolled star of all is Mr Mickey Mouse, closely followed by his colleague 
Donald Duck, Popeye the Sailor, and all that host of talented performers who put 
none of the complications of corporal existence in the way of the picture makers 
(the real artists of the medium) who manipulate them In inverse proportion to 
the actor s lack of control over the motion picture medium is the control of the 
producer-director To the director the film affords real power of expression and 
unlimited imaginative possibilities far more, in fact than the living theatre can 
oiler him 

Therefore, to condemn the whole talktng picture medium because of its short 
comings as a vehicle for the art of acting would be foolish and false It is, 
without question, a fascinating and potent method of expression which is 
destined to have a far more profound power when a sustained attempt is made 
to develop its possibilities along its own unique lines Such an advance seemed to 
be under way at the lime of the death of the silent picture, hut the invention 
of the talkie brought a setback in the new art with the slavish imitation of the 
legitimate theatre which followed How little the screen and the theatre have in 
common eluded the film makers Technically the thing has made tremendous 
strides Yet in the development of us unique and separate art it has, in the mam 
stood still— or worse 

Glanang over what has gone before in this essay, I fed my remarks wouM 
have earned more weight had they been written by any on* but an actor It is 
too bad 


JOHN GIELGUD 
(1°(M — ) 

Bom in London, Gielgud is the last representative on the stage of the Terry 
family His maternal grandmother was Kate Terry, whose Juliet is sull recalled 
hts great-aunt the immortal Ellen Terry Gielgud is said to have mh*n ed tie 
Terry voice “unique in timbre — warm tender glowing cxpttstvc" He went 
on the stage when he was seventeen with the promise to hr* family that h~ 
would give up the pursuit of that career should he fa 1 tn make ht* nark In 
the age of twenty five Precisely at twenty five Gielgud beca- e the star of tlv 
Old V ic company 

At the O'd \ ic Gidgud played Romeo, Cleantc in Mo.i^rc i The /nag njry 
In-alid, Antonio tn The Merehart of Vertee Mark Antony m /« «f Ca* £- 1 «h 
ard II, Macbeth and Ham’et In 1°30 at the West f>d Thei e he p’ar*d John 
Worthing in WTde's The Inpurui e of Bring F sfriz for t*< tin* t me In the 
season of 193S 16 came Gidgud s memorable producuo i o f Fo*-eo aid fu' mnwh It 
Laurence Ohvier and lie aherna’rd tb* roles of Meror o ar 1 I^mco w h 
Peggy Ashcro f t is Juliet an! Dime Ed h hwm » l 1 - Nurse— t L * I sgest r rv 
(1% pcrfnrnun'Ts) the p*ar has ever } a ! 
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Gielgud’s roles meal a remarkable range of talent Lewis Dodd m The 
Constant Nymph, Charley m Charley’s Aunt, Hotspur in Henry IV, Sergius Sar- 
anoff m Arms and the Man, the title role in Noah, Joseph Surface in The School 
for Scandal, Vershinin in The Three Sisters, and Valentine m Loie for Love. 
His Hamlet ranks with the great interpretations of the role In the New York 
production he was supported by Lillian Gish as Ophelia and Judith Anderson 
as the Queen In recent years American audiences have seen him in The Im 
portance oj Being Earnest, Lose for Lote, in the orginal production of Robinson 
Jeffers’ Medea, and in the stage tersion of Crime and Punishment 

The English critic Alan Dent makes an interesting comparison between the 
two leading actors of the British stage ‘Gielguds last presentation of King 
Lear, in a production directed by Granville Barker himself, had several marvelous 
moments which have not been obliterated from memory even by Laurence Olivier’s 
triumphant exposition of that supreme part the other day Must any decision be 
come to as to which is the better of our two best tragedians ? Is comparison 
necessary, and not merely what Dogberry would call odorous } Does one ask 
a traveller in Italy whether he prefers Florence to Venice f Both have their glories 
— that is all 

‘One thing must be said if any comparison must be instituted It is that 
Olivier is obviously and by nature better suited to the heroic parts, the extroverts, 
than is Gielgud, who very rightly and shrewdly leaves the King Hals and the 
Richard Crookbacks well alone. Outside Shakespeare the ways of these two major 
actors he far apart . . . 

“...Gielguds Jack Worthing, the last time I saw it, had attained a cool and 
easy perfection Building up this role in several revivals he has gradually suc- 
ceeded in making a comic virtue of that natural hauteur which I began by m 
stancing as one of his handicaps His icy gravity as Jack, mocking but never 
consciously mocking, proud but without the petulance into which this actor can 
too easily fall, witty but with no self approbatory knowledge of the fact, is now 
as dead perfect as his late Victorian man about tow n deportment ” 

This distinguished actor producer director has written extensively on his craft 
and has recorded his preparatory training in his ajtobiography, Early Stages. 

Creating My Roles 

...Of course, all acting should be character acting, but in those days I did 
not realize this When I played a part of my own age I was acutely aware of my 
graces snd defects I could not imagine a young man unless he ivas like 
myself. My own personality kept interfering, and I began to consider how I 
was looking, whether my walk was bad, how I was standing, my attention was 
continually distracted and I could not keep inside the character I was trying to 
represent In Trofimov for the first time I looked in the glass and thought, 

‘1 know how this man would speak and move and behave , and to my great 
surprise 1 found I was able to keep that picture in my mind throughout the action, 
without my imagination deserting me for a moment, and to lose myself com- 
pletely as my appearance and the circumstances of the play seemed to demand I 
suppose the truth of the matter was that I was relaxed for the first time The 

John Gielguds Early Sta$et New York Macmillan 193? p*isim Copyright 193? By permii- 
non of The Macmillan Co 
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finest producers I have worked with since have told me that this relaxation is 
the secret of ill pood acting But we were never taught it at the dramatic schools 
One* instinct in frj mg ro work oneself ento an emotional state is ro tighten up 
When one is young and nervous one tightens the moment one attempts to act at 
a!!, and this violent nervous tension, if it is pustonately sincere, can sometimes 
be effective on the stage But it is utterly exhausting to the actor and only impresses 
the audience for a very short space of time. 

• • • • 

In playing Shakespeare one is bound to be conscious of the audience The 
compromise between a declamatory and a naturalistic style is extremely subtle, 
and needs tremendous technical skill m us achievement In Chekhov, provided 
one can lie heard and seen distinctly , it is possiVe, even advisable, to ignore 
the audience altogether, and this was another reason why I suddenly felt so 
much more at ease in playing Trofimov than I had in Romeo 

I have extremely good eyesight and I am very observant From the stage, if 
I am not careful, I can recognize people I know eight or ten rows back in the 
stalls, even on a first night when I am shaking with nervousness late-cotrers— 
people who whisper or rustle chocolates or fall asleep— I have an eye for every 
one of them, and my performance suffers accordingly I once asked Marion 
Terry about this difficulty and she said, ‘Hold vour eyes level with the fron* of 
the drcss<»rclc when you arc looking out into the front’* It has taken me years 
to learn to follow her advice But in Chclhov whose plays are written to be 
acted, av Komisarjevsky 1 used to say with the fourth wall down,” I have always 
l>een able to shut out the faces in the front even when I look in their direction, 
and am conscious of no one but the other characters 
• • • • 

Komts’s [Komisarjevsky] interest and help had encouraged me tremendouvJy, 
and I began to fee! that I could study a part frt na the inside, as he taught me, 
not seizing at orcc on the obvious showy effects and histrionics, but trying to 
absorb the atmosphere of the plav and tl e background of the character, and then 
to build it outwards so that it came to life raturally, developing in proper re 
lationship to the other actors, under the contnl of the producer 
• • • • 

The Cor sunt Nymph gave me ray first experience of a long n n To play the 
same pan eight times a week for more than a year tv a severe t-st for any jw 
The rmtfmc tv nerve racking am/ rc rs agormrtg- «ori frjrng ft* Jeep ore# f»*r 
formance fresh without either slackening or overacting I am uvua’lr guilty of the 
latter fault, and mv tendency to cxag^era*e every effect beco tci note an I raore 
marked as the weeks go bv After a long run in Lon *rn totinrg n at f rat a p'-a-art 
change, even in the same p’ay, as one is forced to change t’c ton- and 1 -ra hh ef 
on- s performan-x to suit the diFercrt sizes o { t'x p ovinia* tl cairn b t by t*-e 
cn ! ot a year’s run in Lon fin with a six weeks tour of the proun c* to fo.’ T ow, a*t 
irg becomes a real nightmare, and it s-c*rs h-rd to be* me ore 11 eve- going to 
cn ov it again ... 

Long rv.ns have thetr advantages however To Ixgm with, tl -y are neevuTf 
for an a-tcr if he iv to at*-ac* tie net x o f a larg- p Ma-r rwy'e can only 
a rt o-d to go to the tl eatre two or tl rcr turn a yea-, ard xu u*i* T y tt -y a— ioJi-eJ 
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to choose for their visits the plays which are big hits of several months’ standing 
Young actors can often make personal successes in a scries of short runs or even 
failures The critics may indeed notice them with more attention if they distin 
guish themselves several times running in a series of indifferent plays But, though 
they may be well spoken of in the press, and ' fancied” in the small world of the 
theatre, the general public will never have heard of them until their names have 
once been connected with a big commercial success 

There is also the question of discipline A long run, with continual good houses, 
gives the actor confidence and sureness in his technique, he is able to try many dif 
ferent ways of timing, to study the details of tone and inflection, to watch his 
mannerisms, and to develop his capacity for give and take m acting with his part 
ners He is forced to control his boredom, to discover a means of producing affec 
tions of emotion of which the spontaneous feeling has long since deserted him, to 
resist the temptation to giggle and play the fool, to find a way of rousing a lethargic 
house, and to remind himself continually that there are many people in every audi 
ence who arc seeing and judging his acting for the first time 

# • * * 

It is always important to me, in a character part, to be able to satisfy myself 
with my visual appearance I imagine at rehearsals how I hope to look, but if my 
make up comes out well at the first dress rehearsal, my confidence is increased a 
hundred fold In the same way, the right clothes — especially in a part where they 
must be heavy and dignified— help me at once to find the right movements and 
gestures for the character One’s expression in a character part develops tremendously 
quickly after the first few times in making up Photographs taken at a dress re 
hearsal only show a kind of mask, a sketch of the actor’s invention, just like his 
performance at an early rehearsal Photograph him again after he has been acting 
the part for a fortnight, and the whole expression has deepened, and developed 
into something much more complete, revealing the mental conception of the part 
m the eyes and mouth, as well as in the lines and shadows that are painted over 
them 

• • • • 

The last production of my first Old Vic season was Hamlet It was exciting to 
have the chance of playing it after all, but I did not think it likely that I should give 
an interesting performance I had not made a success of Romeo, though I had 
played the part before, and I considered Richard and Macbeth, in which I had done 
better work, were both character parts From my childhood I had had some sort of 
picture in my mind of these two personages I could imagine myself at once dressed 
in their clothes and I tried, in rehearsing and acting them, to forget myself com 
pletely, to keep the imagined image fresh and vivid, and to some extent I had sue 
ceeded Hamlet was different How could I seem great enough, simple enough to 
say those hackneyed, wonderful lines as if I was thinking of them for the first time? 
How could I avoid certain passages in the manner of other actors I had seen, how 
could I put into the part my own personal feelings — many of which fitted the 
feelings of Hamlet— and yet lift them to a high classical style worthy of the 
character? 

We began to rehearse Some of the scenes came to me more easily than others, 
the first appearance of Hamlet particularly— one of my favorite scenes of all the 
plays I have ever read or acted — sincerity, real emotion, and marvellously simple 
words to express them in The second scene, when Hamlet first sees the Ghost, dif 
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ficult, sudden, technically hard to speak, the following Ghost scene terribly difficult, 
intensely unng to act, nothing to say, then, alter the Ghost disappears, too many 
words Impossible to convey, even with Shakespeare s help, the horror and mad 
ness of the situation, the changing tenderness and weary resignation 

The mad scenes How mad should Hamlet be? So easy to score off Polonius, 
to get laughs so important not to down, to keep the story true — then the intricate 
scene with Rosencrantz and Guildcnstern, and my favorite prose speech in the play. 
What a piece of work is a man! ’ The arrival of the players, easier again, nat 
ural, true feeling, but the big soliloquy is coming in a minute, one must conccn 
tratc, take care not to anticipate, not begin worrying beforehand how one is going 
to say it, take time, but dont lose time, don’t break the verse up, dont succumb 
to the temptation of a big melodramatic effect for the sake of gaming applause at 
the curtain — Nunnery scene Shall it be a love scene? How much emotion? When 
should Hamlet see the king? I feel so much that I convey nothing This scene 
never ceases to baffle me 

Interval — The Advice to the Players Dreadful little pill to open the second 
part, all the people coming back into their seats slamming them down, somehow 
try to connect the speech with the rest of the play, not just a set piece — Tender for 
the tiny scene with Horatio, a moments rdief — then into the Play Scene Relax 
if possible, enjoy the scene, watch the Gonzago Play, watch the King, forget that 
this is the most famous of famous scenes, remember that Hamlet is not yet sure 
of Claudius, dday the dimix, then carry it (and it needs all the control 3nd breath 
m the world to keep the pitch at the right level) No pause before the Recorders 
scene begins, and this cannot make the effect it should unless Rosencrantz and Guild 
enstern pull their weight and share the scene with Hamlet Half a minute to col 
Icct oneself, and on agatn to the praying king, such a difficult unsatisfactory scene, 
and how important to the play— but the dosest scene is more grateful, and a wo- 
mans voice helps to make a contrast in tone and pitch The scene starts at ternfic 
emotional tension, though and only slows up for a minute in the middle for the 
beautiful passage with the Ghost- The hiding of Polonius s body scene and 
then grab a doak and hat m the wings and rush on to speak the Fortinbras solilo- 
quy as if it wasnt the last hundred yards in a relay race 

Now the one long interval for Hamlet while Ophelia is doing her mad scene, 
and Claudius and Laertes are laying their plot, and the Queen is saying her wtl 
low speech Last lap Graveyard scene, with the lovdy philosophizing and the 
lines about Yonck, and that hellish shouting fight and the Ossa speech at the end, 
which takes the last ounce of remaining breath Now for Osric, and a struggle to 
hold ones own with the scene shifters banging about behind the front doth, and 
a careful ear for the first coughs and fidgets in the audience, which must somehow 
he silenced before the fall oi a sparrow (I remember one night a gentleman in 
the front row took out a large watch m this scene, and wound it resignedly) And 
so to the apology to Laertes, with half ones mind occupied trying to remember the 
fight, which has been so carefully rehearsed but always goes wrong at lean once 
a neck, and on to the poisoning of the Queen and Claudius* death, and, if all 
has gone well, a still, attenuve audience to the very end 

In rehearsing Hamlet I found it at first impossible to characterize I could 
not imagine the part, and live m it, forgetting mysdt in the words ard adven 
tuxes of the character, as I had tried to do in other plays This difficulty surprised 
and alarmed me. Although 1 knew the theatrical effect that should be produerd 
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by each scene, I could only act the part if I felt that I really experienced every word 
of it as I spoke. The need to "make an effort” or “force a climax” paralyzed my 
imagination immediately, and destroyed any reality which I had begun to feel I 
knew that I must act in a broad style, that I must be grander, more dignified and 
noble, more tender and gracious, more bitter and scathing, than was absolutely 
natural — that I must not be as slow as I should be if I were really thinking aloud, 
that I must drive the dialogue along at a regular moving pace, and, above all, that 
every shade of thought must be arranged, behind the lines, so that nothing should 
be left to chance in presenting them to the audience correctly and clearly in the pat 
tern which I had conceived All through rehearsals I was dismayed by my utter 
inabdity to forget myself while I was acting It was not until I stood before an 
audience that I seemed to find the breadth and voice which enabled me suddenly 
to shake off my self consciousness and live the part in my imagination, while I exe 
cuted the technical difficulties with another part of my consciousness at the same 
time 


Of all the arts, I think acting must be the least concrete, the most solitary One 
gains experience continually, both at rehearsals and in performance, from the pres 
ence of a large assembly of people These people are essential to the development of 
one’s performance — they are the living canvas upon which one hopes to paint the fin 
ished portrait which one has envisaged These fellow actors, these audiences, with 
their shifting variations of quality, are the only means by which an actor may 
gauge the effect of his acting With their assistance he may hope to improve a per 
formance, keep it flexible and fresh, and develop new subtleties as the days go by. 
He learns to listen to them, to watch them (without appearing to do so), to respond 
to them, to guide them in certain passages and be guided by them in others— a 
never-ending task of secret vigilance 

But the struggles and agonies of the actor, as he winds his way through this 
labyrinth process every night upon the stage, are of very little account or interest 
to anyone except himself. No one cares or is aware that he works for many months 
to correct some physical trick, or fights against his vocal mannerisms, or expen 
ments with pauses, emphases, timing, processes of thought No one knows if he 
is suffering m his heart while he plays an emoUonal scene, or he is merely adding 
up his household bills, considering what he will order for dinner, or regretting 
what he ate for lunch Last night’s audience, which he cursed for its unresponsive 
ness, may have enjoyed his performance every whit as much as tonights, with 
which he &iaV die more cowAva 1 sod pc&oaa} ■fjvapsdiy. 

Actors talk unceasingly among themselves of all the varying feelings which 
assail them during the exercise of their craft, but the experience of each one is dif 
ferent, and nothing really matters except the actual momentary contact between 
actor and audience which draws the play through its appointed action from begin 
nmg to end At the dose of each performance the play is set aside, for all the world 
like a Punch and Judy show, or the toy theatre of one’s childhood, and each time 
it is taken up again at another performance it seems, even in a long run, compara 
tively fresh, waiting to be fashioned anew before every different audience This 
continual destruction and repetition make the actor’s work fasemaung, though it 
must always be ephemeral and sometimes monotonous The unending conflict in 
the player’s mind as he tries to judge the standard of his work, wondering whether 
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The Stanislavsky Myth 

In the theatre even Shakespeare abides our question At least, some half-dozen 
of his plays abide unactable or at any rate unacted The only actors who escape 
question are those who escape notice To find you have a critic who habitually 
seems to go out of his way to disparage you, or to come to hear now and then of 
some of the people who cannot bear you, simply cannot bear you, should really be 
a reassurance to an actor, although to be honest it never is But here is one figure 
in the theatrical landscape which is the subject of such violent discussion, mysuc 
adoration, wholly unreasonable dislike, or suspiciously lofty indifference, that it is 
hard to get people to look at the facts of the case Stanislavsky is quite high up in 
the tradition of Russian bogeys 

Opinions about Stanislavsky as an actor are as various as is usual There are 
those who say he mouthed and made faces Myself I do not sec how anyone with 
such huge baroque lips could very well help mouthing But all that is by the way 
Whatever his qualities as an actor, he is known chiefly, and did I am sure wish 
to be known, as a man of the theatre, a director and the creator of an acting 
method which has exerted incomputable influence throughout the Western Hem 
isphere Of his producuons those of us who have not seen them must accept the 
judgment of those who did Like the Irish Abbey players many of the actors who 
worked with him before the revolution arc scattered, though one catches occa 
sional glimpses of them (Akim Tamiroff and Michael Chekhov, for example) in 
certain Hollywood films, where one longs to put them back into the setting to which 
artistically they belong But even had not Stanislavsky and Nemirovich Danchcn 
kos Moscow Art Theatre survived to this day as a living tradition and a contem 
porary force, we should still receive Stanislavsky s influence through the pages of 
his book An Actor Prepares 

Quite a few actors have, I know, read it and have found it immensely stimu 
lating Other actors have read it, or partly read it, and find it fairly frustrating 
Some others again say they have read it when what they mean is that they have 
always meant to read it Some have read some of it and will, frankly have none 
of it Some would sooner be seen dead than reading it For all I know some may 
even have died reading it Very few have read it again 

Ic is because I have read it again several times and because I find myself re 
turning to it that I am writing this But first let me continue in a personal vein 
for a little I have written about it once before and 1 find that to become identified 
with a subject about which there is misunderstanding and prejudice is to invite 
these things on oneself 1 do not mind being greeted with Hello, Stanislavsky, or 
Hiya Konstantin or receiving anxious enquiries as to the state of my super 
objective or whether my units are m order Only my friends dare do this and 
m any case it is not unflattering 

What is not so satisfactory is when people suppose that I would mean my own 
work to be an example of the Stanislavsky method, or assume that I would condemn 
any style of work which is not based on his method For of course no single actor 
could possibly, on his own, give any effective demonstration of the method This 
can only be done by a group, and would take years to perfect. As far as I know, 

M chad Redgrave The Stanislavsky Myth London New Theatre Volume HI Number 1 
June 1946 pP 16 18 Copyr ght 1946 By permission of Michael Redgrave. 
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like to sweep away one or two of the prejudices which ignorance and fear have 
created round that thunderclap of a name Stanislavsky 

Fear? Yes, where some actors are concerned For there are those who feet 
that the very existence of this book implies some criticism of their own achievements 
and acting experience. Well, it docs and u doesn’t. It doesn’t, for the reasons 
Houghton gives above It does, I think, because there is no actor or actress living 
or dead who could sincerely read this book and not find some chink for doubt if 
not despair. Do actors despair? Only actors will understand that use of the word 
Some actors even will not, those who sublimate their despair, their essential lack 
of “actual reality,” the substance, the essence, the nature or 'the thing’ which 
makes them actors, the hellish, or divine, doubt which drives them to live more 
thoroughly others’ lives than their own, to haunt, as it were, their own existence 

“A job is a job,” they say ‘ Less of this talk about art 

But I digress, the actor’s temperament is something which need not be more 
than hinted at here If an actor can master the self-criticism which reading An Actor 
Prepares will bring he has gone some way towards the reconciliation of such doubt 
He may go further, he may effect a reconciliation with his own exhibitionism, 
that quality in every actor which none can lose without losing the desire to act, 
but with which somehow or other he must come to terms, to the point at least of 
knowing when he controls it or when it is controlling him 

I have said it is likely he will recave some shocks to his self-esteem but for 
these he is more than recompensed by the startling corroboration and, be it stressed, 
simplification of many of his own vague and fluctuating ideas and feelings about 
his craft It is a truism to say that acting cannot be taught Certainly no book can 
teach anyone to act. But no one would deny for a rponient that to come in dose 
contact with a great actor working at his craft must be illuminating, and to read 
An Actor Prepares is to be privileged to be m close contact with a great actor 
director not in “a fiction and a dream of passion” but in the great evening of his 
life, still in active contact with what is probably the greatest of living theatres, tell 
ing us again and again, with all the danty of a great intellect, the simple truths 
of our art 

Foremost among these is the dictum that our three masters are “feeling, mind 
and will,” that feeling comes first but can never effectively operate without the 
other two Many great actors have arrived at much the same verdict, notably Talina, 
who insisted that “sensibility and intdiigcncc” are the two indispensable qualifica 
tions for acting sensibility, the power to apprehend emotionally the entire content 
of character and action, and intelligence, the power to reduce that emotional ex 
penence to a technical formula which can be repeated at will Sensibility cannot be 
consciously acquired, which is why acting cannot be taught Intelligence, one might 
say, is the power to see the relationship of things, the power to keep these relation 
ships m perspective Stanislavsky’s book js like some great mirror, wherein a man 
can see, standing close to the glass, the first mirrors of his soul, his own eyes, and 
m them, the tiny shape of the surrounding countryside, standing further back, he 
sees hts setting reduced into a frame, and somewhere in that frame, looking curi 
ously impermanent, the figure of himself But, of course, the mirror can only reflect 
what the man can see for himself All it constitutes is a sense of nearness, a sense of 
distance, a relationship, some proportions For to read An Actor Prepares is like 
going on a trip abroad a man can receive from either experience only m proportion 
to what qualities he brings with him But to read it at all implies some degree of 
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sake, to which must be sacrificed one of the essentials of an) artistic performance, 
rhythm 

There are in England todi), roughly speaking two st)les of acting the acting 
m which the effect springs from the cause, and tint which begins with effect and 
which rarely, and onl) in part, seeks the came The latter style is sull very much 
the preponderant It is \ery seldom we see a production in which more than a few 
actors arc faithful to the author, the director and their artistic conscience 

“Alwajs he sought,” said Nemirovtch Danchenko ’the essence of the play in 
the times and events described, and this he expected the actor to understand This 
is what Stanislavsky called the core, and it is this core which must stir the actor 
which must become part of him for the time being ’ Our most read dramatic critic 
holds that great acting is achieved in a blaze of egotism I personally doubt if 
this was ever an accurate description of a st)!e of acting which is going out of 
fashion, a fact of which he is aware but which he chooses to disregard holding 
that this age’s failure to produce such performers is due to the decadence of the 
time rather than, as I believe, an inevitable 3nd health) change in taste Nowadays 
our aim is for a theatre of s)nthests not a synthetic theatre Some of us think that 
there are heartening signs that vse may one day achicse such a theatre 

If you think all that sounds a dull proposition then the great Russian actors 
methods and books are not for you There will alwavs be plenty of egotism’ 
smouldering away somewhere so you pays your money and you tikes your chotce 
But blazing or smouldering it is consuming itself, leaving the may lie highly talented 
egotist to eke out what remains of his or her power in a succession of similar dis 
plays or revivals of former successes, until finally there is no capacity, no urge left 
to explore, the fire has become a formula If the talent is a great one it will see 
them through, but thev will have contributed only a token pavment of the debt 
which great talent owes By loving themselves in art md not the art in themselves 
they have, paradoxically enough left much of their art unused It is one of the 
virtues of Stanislavsky’s method that it encourages actors not to let this happen 
It is one of the faults of our system, in which actors are casual laborers that it 
happens far too often. 
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XI. ITALY 

The Actor as Idol 


The histrionic tradition of the Italian people is a long and glorious one In the 
annals of no other people is there a name to equal that of Roscius, who was lauded 
and honored by his Roman compatriots and who has become the very symbol of 
perfection in acting Italy s commedia dell arte remains the only theatre erected 
solely on the basis of the actor’s art, unaided by the imagination and text of play 
wrights Three Italian artists, Adelaide Riston, Tommaso Salvini, and Eleonora 
Duse, born in one century, became the cynosure of international adulation 

The excellence of Italian acting has not been matched by a vigorous dramatic 
literature Few Italian playwrights have won the world wide reputation achieved 
by her actors The neo-classical drama of the Italian Renaissance left no rich hen 
tage except myths and tragic choruses which stimulated the growth of the one 
scenic art form in which the Italians excelled — opera 

Commedia dell arte players left a richer heritage The stock commedia figures 
and the improvisational technique stamped their imprint on Italian theatre By the 
middle of the eighteenth century its unique inspiration had begun to wane, but be 
fore it disappeared completely the commedia had one last period of glory Carlo 
Goldoni, the first great Italian playwright, started out as a writer of commedia 
dell arte scenam The desire to create incisive realistic satire in the vein of Mohere 
led this prolific writer to oppose the conventions of the commedia dell arte With 
the popular comic art as a base, he constructed literary plays that expressed his ideas 
rather than bare scripts to be enlivened by the ingenious masked commedia actors 
Goldoni worked for various theatrical managers, frequently travelling with the com 
panies that gave his numerous popular plays To him the commedia masks seemed 
restrictive since their stylized quality prevented the individualized emotional expres 
sion he was seeking In his memoirs he wrote 'The mask always interferes im 
measurably with the actor s performance, whether he be interpreting joy or sorrow 
Whether he be wooing or ranting, or downing, he always has the same leather 
face He may gesticulate and change his tone as often as he will, he can never com 
mumcate by the expression of his face the passions that rend his soul The masks 
of the Greeks and Romans were a kind of megaphone designed to carry the 'voice 
throughout the amphitheatre In those times actors did not interpret the nuances 
of passion and sentiment that are m vogue at present, nowadays the actor is re 
quired to have ‘soul,’ That is why I propose to reform the masks of the Italian 
comedy and replace farce by comedies’ But the mask was not easily destroyed 
even in the popular plays of Goldoni When the Pantalone Darbes tried to play one 
of Goldoni’s comedies without a mask, the play failed miserably Only when Gol 
dom supplied Darbes with plays m which he could appear masked was the success 
of both the actor and the writer assured 

Thus in Goldoni’s hands the commedia took on literary form to become Italy’s 
comic art, but in turn written comedy eventually sapped the vitality of the improvi 
sational technique of the commedia dell arte Although ‘Papa’ Goldonis work, 
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which included La Locandiera (The Mistress of the Inn), was of lasting importance, 
he was driven from his native Venice by the brief resurgence of commedta dell' arte 
brought about by the down and-out aristocrat Count Carlo Gozzi Gozzi’s romantic 
fantasies written for the commedta temporarily eclipsed the realistic comedies of 
Goldoni. Gozzi’s brother Gaspare became manager of the Sant' Angelo theatre 
which had produced La Locandiera. Carlo himself worked with the Sacchi com- 
pany, for which he wrote such fantasies as Tttrandot (revived in the famous pro- 
duction of Eugene Vakhtangov). Gozzi wrote of the Sacchi company "Never 
again shall we see a Truflaldino like Sacchi, a Bnghella like Zanoni or a Tart3glia 
like riorilli, this Neapolitan full of fire, and so justly famous throughout Italy. Nor 
shall v\e sec 3gain another Pantaloon as Darbes, this comedian self-contained or im- 
petuous at will, majestic, stupid, and so true to life that the Venetian citizen thinks 
to see himself mirrored upon the stage when he beholds this perfect model of his 
absurdities. . . . With three words these people knew how to play a scene so as to 
make their audiences die of laughter.... Goldoni placed his trust in imposing and 
deceptive words, and words are omnipotent with spirits of narrow limitations, . 
Despite his love of the traditional commedta, Gozzi himself contributed to its de- 
mise. His love for the inferior actress Teodora Ricci, whom the aging Sacchi also 
loved, led Gozzi to write mediocre pieces especially for her and also led to the dis 
solution of the troupe. 

In the eighteenth century, Italy, lacking national unity, had no center for 
theatrical art. The tragic writer Marchese Francesco Scipione di Mallei tried, with 
the aid of Luigi Riccobom, to establish an Italian National Theatre in Verona 
Maffei’s attempt failed as others did, although Italy had beautiful theatres built by 
the members of the celebrated Galli Bibiena family and others, individual stars be- 
longing to no company, travelled from city to city with their performances. 

The nineteenth century opened with Italy in bondage to Napoteon, deriving 
her art as well as her rulers from France The years following the restorauon of 
the Italian nobility in 1814 did not bring peace. Leaders like Cavour, Mazzini, and 
Garibaldi waged a struggle for freedom and national unity. During this conflict 
the theatre became a public place of entertainment for the whole populace, whereas 
in the preceding centuries, with the exception of the commedta, the drama belonged 
to the court and the aristocracy. 

The mid period of the century saw acting refined by the “Italian Kean,” Gus- 
tavo Modena (1803 1863), a liberal patriot. He discarded the gracesquery of the old 
commedta technique and the suited chanting and grand manner of dassical tragedy 
in an attempt to establish natural, realistic acting that would yet have beauty and 
pewes. Amsxng Jbas reformations was ihe introduction of accurate period costuming 
Dressed as a Hebrew shepherd he played the title role in Saul , by the great eigh 
teenth century dramatist Count Alhen. 

Modena’s ltituiUve desire for greater realism in playing was part of the general 
internauonal surge towards drama and acting that would reflect real life. While 
the Italian theatre was still on the whole characterized by stars, touring with a 
classical repertory, the French, for example, were developing ensemble playing for 
the realistic dramas of Dumas fits and Emile Augier. It was the trench company of 
Meynardier, playing in Italy the dramas of these two writers, that introduced the 
new reahsuc style to the Italians Louis BelloU Bon (1819 1883), an Italian, or- 
ganized a troupe which copied the innovations of the French For the virtuosity 
of the star, Belloti Bon substituted the well trained corps of actors. 
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who tend to break down the long and painfully built structure of the art they pro- 
fess To them their mere craft ts only a clutter of old boards, rags, a necessary but 
obstructing shell Their passion is truth, an immediate and urging truth in them 
These artists by their labor and gifts master the domain of the art with a security 
and completeness that few artists professing it can ever hope to approach But what 
ever craft one of these artists masters he smashes, restates, forces to vanish, scorns 
save only as a means to an end Duse could never be a school or a craft, her method 
was herself She had no tricks, no efforts to attract or pique or impress, but 
only the desire to exist in the life to which she had given herself for those two 
hours on the stage, only the desire to convey to us and to confirm for herself the 
infinity of living within the woman she portrayed there This detachment and 
intense absorption with the truth she endured and expressed gave Duses art its 
extraordinary purity, free of all exterior considerations and effects ' 1 

Stark Young’s observations on Duse like those of George Bernard Shaw reveal 
the impossibility of defining Duse’s technique and also perhaps accounts for her 
inability to speak of her art She created out of the depths of her own personal 
genius as perhaps no other actor has E\en the traditional weakness of Italian 
actors, their reluctance to hold to the text and to set a role and repeat it without 
endless variations, became a virtue m Duse who, in the words of Silvio D Amico, 
“relived the part evening after evening, always with new and surprising variations, 
but always with the same essential line ” 

Duse’s leading man in many of her performances was Ermete Zacconi, who 
with her was the outstanding Italian player of modern drama A student of Cesare 
Rossi, he was especially successful as Oswald in Ibsen’s Ghosts, as Nikita tn To! 
stoy’s The Power of Darkness, as well as in leading roles of Hauptmann, deCurel, 
and the native dramatists Bracco, Rovetta, and D’Annunzio It has been said that 
‘ he is the pathologist and clinical student of modern dramaturgy ’ His acting em 
bodied the Italian verist (naturalistic) ideals At the age of eighty Zacconi still per 
formed in King Lear and Othello 

Ermete Novellt, the character actor, played with Beiloti Bon He and Zacconi 
were the greatest male actors of their day Novelli was exceedingly versatile, playing 
comedy, tragedy, and farcical monologues which he himself composed While Zac 
com excelled in modern repertory, Novelli played classical repertory — Mohere, Got 
dom, and Shakespeare Silvio D’Amico describes Novelli directing his company in 
a rehearsal of Oscar Wilde’s Salome, cutting all the typical verbal flashes of Wilde, 
yet able in a moment without the aid of words to create the figure of Herod No- 
vrJJj, an admirer of the Comidte Franpatse. > tried to establish an Italian national 
theatre, which he called La Casa dt Goldoni He opened his theatre in 1900, but 
like earlier attempts, the project failed 

To these internationally famous idols must be added the names of significant 
but less well known Italian actors Giovanni Emanuel, portrayer of Lear, Hamlet, 
and Othello, Giovanni Grasso, the realistic actor of fierce, brutal, passionate Sicilian 
life, Angelo Musco, the Sicilian mime, Raffaele Viviani, the Neapolitan comedian, 
Ruggiero Ruggien, interpreter of D’Annunzio and Pirandello, FJavio Ando and 
Tina di Lorenzo, who together played the realistic dramas of Roberto Bracco, 
Irma Gramatica, considered the successor of Duse, Emma Gramatica, her sister, 
excellent in Anglo-Saxon characters, Ettore Petrolim, heir of the commedia dell arte 
With the beginning of the twentieth century came several attempts to establish 

'Stark Young Theatre Practice, 1926 By permujion of Charier Scribner* Sons 
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During her second London engagement in 1857 Riston appeared m an Italian 
translation of Macbeth Hers was a basically unscrupulous Lady Macbeth, charac 
tenzed by ambition to share the throne with Macbeth Her interpretation of this 
role is recalled by witnesses as one of the great pictures of the contemporary stage 
Twenty five years later, following a 'round the world tour, the indefatigable Riston 
returned to London to play the role in English, which she had learned especially for 
that performance During her final American engagement m 1885, Risrori played 
Lady Macbeth to the Macbeth of Edwin Booth She also appeared as Mary Stuart, 
acting m English, with the German company of the Thalia Theatre in New York 
This linguistic feat matches the polyglot performances of Tommaso Salvim who 
used to act in Italian while his American fellow players replied to him in English 
Throughout Riston's career there are evidences of the careful study, observa 
tion, and thought which she put into every role In her early years with the Royal 
Sardinian Company she visited asylums to note the effects of madness, when she 
went to Athens she stood before the Caryatides so that she might study the folds 
of Grecian drapery Observation of the world about her and careful examination 
of the inner motivation of each character made Riston a great forerunner of the 
realists in the theatre 


My Study of Lady Macbeth 

The study of this character was for me the source of great difficulties, seeing 
before me not the ordinary person, filled with perverted passions and frivolous ex 
cesses, but a colossal conception of perfidy, of dissimulation, of hypocrisy, which is 
treated with a masterly grandeur by Shakespeare with so many hyperbolical mam 
festations as to frighten any dramatic genius 

Some of the critics, going back to the origin of the legend from which Shakes 
pcare gained his inspiration, form the opinion that love for her husband was pre 
dominant in Lady Macbeth, and so strong as to induce her to become guilty of 
many crimes for the sake of seeing him reign 

With me, the close investigation of this character, produced the conviction that 
with Lady Macbeth affection for her husband was the last factor actuating her deeds 
— that she was animated only by her excessive ambition to reign with him, and 
that, knowing his inferiority of mind, his weak nature, which was not able even to 
move the greed for possession which burned in his veins and in his brain to action 
— she used her affection for him as a means to satisfy her ambition Being con 
scious of the fascination that she exercised over him, she took advantage of it for 
the purpose of instilling into his mind the virus of crime, putting it in the most 
natural light and with the most insinuating and persuasive reasonings 

By this I do not mean to say that Macbeth did not possess a nature inclined to 
do evil Shakespeare shows us the germ of ambition that was gnawing him, and 
the kind of chimerical illusions that ran through his mind He only concealed them 
from others because it seemed to him impossible to make them realities I could 
not better succeed in depicting the nature of this man, than Shakespeare so marvel 

Memoirs and Artistic Stu lies of AJelaite Riston rendered into Engl sh by G Mantellmi New 
York Doubleday, Page and Company, 1907, pp lfit 174 Copyright 1907 By perm ssion of 
Doubleday it Co., Inc 
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lously docs in the lines of the first monologue of Lady Macbeth who, owing to her 
profound perspicacity, so well understands her husband This appreciation of mine 
will appear even more evident ra the analysis I make further on of that passage 
Perhaps one might admit a similar monstrous tenderness in Lady Macbeth if she 
had not shared together with her husband the power and the royal greatness, but 
as they derived from their crime all its advantages, I maintain that it was not solely 
owing to her ambition and love for her husband that she became its instigator, but 
also for the sake of obtaining the supreme honors and powers which she so much 
longed for Any mother, any woman who pretends to know how great is the love 
for a son who has been nursed with her own milk, and is able to declare to her 
husband, without tremor, that if she had sworn to crush the skull of her own child 
she would not have hesitated a moment (and this to make Macbeth feel ashamed 
of his pusillanimity in flinching before the only means suitable to his guilty pur 
pose), is not a woman, not a human being, but a creature worse than a wild beast, 
and as such, it cannot be admitted that there existed in her any sweet affection 
Nevertheless, not wishing to proclaim my conception as an infallible one, I made 
new studies and new investigations of the various judgments of this tragedy and 
the interpretations that some of the most renowned actors had adopted 

Great was my satisfaction on reading in the magazine The Nineteenth Century, 
of February, 1878, the magnificent study made by Mr G J Bell, Professor of Laws, 
in the Edinburgh University, of the interpretation which the renowned English actress, 
Mrs Stddons, gave to the part of Lady Macbeth Among the various passages tins 
one is, according to my opinion, most important * Her troublesome and inhuman 
nature does everything She draws Macbeth to gratify her purpose, she uses him 
as a simple instrument, becoming herself hts guide, his leader, insinuating to him 
all the plot As the wicked genius of Macbeth, she rushes him along the crazy path 
of ambition and cruelty, from which he would have liked to withdraw ” 

Hoping that I have plainly shown, with substantial arguments, that my inter 
pretation of the character of Lady Macbeth, was as Shakespeare had intended and 
indicated it to be by his own words and the nature of the action, I shall proceed 
with the analysis of other important points of this difficult part 

Various arc the opinions referring to the interpretation of the reading of the 
message, which Macbeth sends from the field of battle to his wife, and which 
Shakespeare makes her hold in her hands at her first appearance upon the stage 
There arc some who maintain that a message coming to her from her husband at 
such a moment should fill her with so great a desire to know its contents that it 
would not appear natural for her to wait until she comes before the aud encc to 
read it, and hence she should have taken knowledge of it before 

I will say instead, that it was not very natural cither that Shakespeare, that 
great poet, that great philosopher and reader of human nature, should have cm 
ployed the frivolous expedient of having Lady Macbeth read the letter on the sta^e 
with the sole object of making the audience acquainted with its contents, exposing 
himself to such an obvious criticism Only an inexperienced and insigntficant 
wntcr, dull of mind and imagination would have had recourse to such an expedi 
ent, not the great poet of the fervid imagination, who passes from the beautiful to 
the sul’ime with the greatest facilit\ 

It must certainly have been purposely devised bv the author in order that it 
should appear that Lady Macbeth has received the message a bulc h-fo'e tl e rro 
meni she comes on the stage and her manner is both easy and natura’ W hen she 
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begins to look anxious and agitated, she makes the spectators understand that owing 
to his message— whose contents she partly knows — some great events are revealed 
which will change all her existence, and carry her to a supreme height, and all 
the circumstances of the play indicate the culmination of the projects which are 
brewing in her mind. Another proof that Lady Macbeth on presenting herself be 
fore the audience, has already commenced the reading of the message, is shown 
by the first verse which she reads 

“They met me in the day of success " 

Can this be the beginning of an important message? Macbeth must already 
have given her the account of the battle, of the victory and of the existence of the 
witch sisters 

I have resolved to read that missive straight down as if I had already read the 
first words of it while I was entering the stage, only stopping at the places where 
the strange knowledge of what has happened is m accord with what the regulat 
ing destiny of all the events had long before led her to foresee 

For instance my expression would portray a superstitious wonder on reading 
that the fatal sisters “made themselves air, into which they vanished,” after the 
prophecy they had cast at him, addressing him “Hail, king that shall bel” 

Having ended the reading I make a long pause, as if analyzing the fatal con 
tent of that missive, which was in accordance with what I had anticipated Then, 
for a moment I remain sadly steeped in thought, gloomy, considering and fearing 
on account of the weak nature of my husband, then reflecting on the most striking 
passages of the missive, I say 

' Glamis thou art, and Cawdor, and shah be 
What thou art promised " 

And to that * shall be ’ I would give a supernatural force of expression 

Later on, 1 was happy to read in the interesting essay of Prof. Bell that Mrs 
Siddons, also, with a prophetic and exalted tone, as it all the mysteries of the future 
were present to her soul, in the lines “Glamis thou art and Cawdor, and shalt be 
what thou art promised,’ accentuated emphatically “shalt be ” 

This is another convincing proof that Mrs Siddons also understood the im 
portancc of analyzing the missive, of weighing every sentence, in order to transmit 
to the public the mystic meaning With her eager ambition, the expression would 
naturally have been different if Lady Macbeth had had the whole knowledge of 
the missive . . . 

The frightful soliloquy in the scene which follows the departure of the messen 
ger, reveals all the diabolical perfidy and cruelty of this monster in human likeness, 
and this inhuman power with which she is armed in order to succeed in leading 
her husband to become the instrument of her ambition. In a word, she becomes 
the Satanic spirit of the body of Macbeth He has a hard struggle between the 
' wishing anu not wishing", that woman, that serpent, becomes absolute mistress 
of this man, entwines him in her grasp, and no human power can ever tear him 
from it. Consequently, the first words of this monologue 1 pronounced in a cavern- 
ous voice, with my eyes bloodshot, with the accent of a spirit which comes from the 
abyss, and J ended it with a crescendo of thundering voice, which changed into an 
exaggerated expression of joy on beholding my husband enter. 

During this first scene with Macbeth I show a cold, reserved and patient dc 
mureness, not minding at all the weak denials of my husband in his endeavor not 
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to linen to my criminal imimntuim I mike it apparent that lie will have to yield 
to my influence I therefore imagined a counter scene at the exit of the ferjome, 
in order to twin) the powerful fascination that this woman exercised upon her 
husband I fancy that Macbeth wished to interrogate me again and ask of me fur- 
ther explanations For the purpose of presenting him, I had the thought of in 
ducing him to pass his left arm around my svaist In that attitude 1 take his right 
hand and placing his index finger upon my lips I charge him to be silent, in the 
meanwhile I am slowly pushing him liehmd the wings, his back turned to them All 
this was executed with a mingling of sentiments and magnetising g1aiuc« which 
fascinations Macbeth could not very well resist 

The hypocrisy, the false humility of Lady Macbeth must be excessive when she 
goes to meet King Duncan and ssith the most perfidious simulited sweetness in 
sues the old man to enter the castle 

In the following scene between Lady Maclieth and her husband, it is neces 
sary to delineate clearly and strongly two things First, her energetic reproof of 
Macbeth for his pusillanimity in not wanting to do at that moment what he had 
wished a little before — a sudden change of mind caused by his s acdlattng comciencr, 
second, in contrast with this energy, the fiendish persuasive an that she brings into 
play in order to render simple and natural the plan of the proposed crime and the 
impossibility of its detection . 

I jump straight to the second act, there being only some clear situations fur 
thcring the procedure of the action which do not offer any difficulty in their inter 
pretation though they embrace the tremendous impressions which, later on, tor 
ment the waking hours and cause the agony of Lads Macbeth All will easiK 
understand the anxiety thit she experienced to discover the result of the attempt 
against Duncan’s life, which she hid so well planned the joy of knowing that it 
was done, the agitation arising from terror which dominated her, the fear ami 
the exaggerated remorse of her husband The fright she experiences when she hears 
knocking at the door of the castle with so much insistence, is not caused by a cow 
ardly fear that the crime may soon be discovered, but by the state of prostration of 
Macbeth which may betray everything 

In the third act there are situations worthy of special commert, which 1 
am going to analyze in detail showing that I have studied to produce them as 
they were outlined by the author. 

It is in this act that one can plainly see the skill of Shakespeare La ly Ma-beth 
must— not onlv with words but with her ’stage business’ — either dimmish or 
enlarge a great many of the sinking episodes of the drama Such constdcrat «rs 
led me to make a logical analytical study of this part Tor irstamr, I diJ not 
allow to pass unobserved the entrance of the hired assasun who co-net in to 
announce to Macbeth the accomplishment of the nu-dcr o* Uanquo, and the 
failure of the attempt against rieance’* life Thu news, whuh cai vs two very 
different forms of emotion, should rot escape a watching eve like tha* v 1 Ij •> 
Macbeth And then again, at the s ght of the hired murderer who pmen s h -me" 
in the banquet hall, she must the nnl» perse n to see thi* run ipcakirg m a 
whisper to her husband, and to notice hts exc *ed gestures, never losing ugh' 
cf him for a moment. She fears some inpru *enor cn h i part. irt-fiVnig tha 
'Ucloh has told her shortly he'o-e “that a grea* «’ced svo*JJ !»* a rr—ff shed 
to cause her to wonder “ 

1 have taken irto consideration that d ring t v -s scene Lady 'Ulxth rw’ 
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show her fear, lest the guests may notice this strange conversation between 
Macbeth and the murderer, in that place and at that moment, and suspect some 
wrong doing against themselves I found it, therefore, necessarj to play a double 
part, a dramatic one with Macbeth and a graceful one with my guests While 
taking part in the conversation and the toasts that the guests are making who 
remain seated upon their stools, I cast at intervals fearful and investigating glances 
toward my husband and the hired murderer 

I would show great agitation and great fright at the incomprehensible and 
furious visions of Macbeth, seeing that he is on the verge of revealing the secret 
of our guilt Though the reproach is a bitter one. Lady Macbeth, by speaking 
to her guests, should keep up her pretended gaiety with her facial expression 
and apologize for the eccentricities of her husband by attributing them to an 
old infirmity of his 

In the end, finding that all her efforts at repressing the strange horrors 
of Macbeth have proved vain, the noble lady sees herself forced to take leave 
of the guests in an excited manner, in order to be alone with Macbeth and put 
an end to a situation which becomes dangerous 

After the guests departure, I thought it best to begin to indicate the 
state of prostration of Lady Macbeth by imagining a counter scene showing 
distress and failing power, making manifest my painful conviction that it is 
useless to struggle against the adverse destiny which has suddenly risen before 
me I show how remorse begins to torment me, and in showing the beginning 
of those terrible sufferings I found it necessary for its justification to render 
realistic the impending end of that great criminal 

At the end of the act, at the moment of leaving, I make it apparent that I 
am penetrated with a deep sense of pity for Macbeth who for my sake has 
become the most miserable of men, and tell him 

' You lack the season of all natures, sleep ” 

I take hold of his left hand with my right and place it over my right shoulder, 
then painfully bending my head in deep reflection and turning toward my hus 
band with a look filled with remorse which is agitating my mind, I drag him toward 
our chamber in the same manner that one leads an insane person When reaching 
the limit of the stage Macbeth, frightened by the tail of his cloak lining trailing 
at my feet, again shudders suddenly Then, with a quick turn, I pass on the 
other side of him, and try to master the terror with which l am also seized 
in spite of myself Using a litdc violence I succeed in pushing him behind the 
wings, while quieting him with affectionate gestures 

Thu moa'e of acting was not contraa’icfory ro the /ogic ana’ reai’ity of die 
situation and always produced a great effect 

In the fifth act Lady Macbeth appears only m a scene of short duration, 
but which is the most marvellous one among all the philosophical conceptions 
of the author, and it offers to the actress a very difficult study of interpretation 
This woman, this colossus of both physical and moral force, who with one 
single word had the faculty of imagining and causing the execution of deeds 
of hellish character — there she is, now reduced to her own shadow which, like 
the bony carcass left bare by a vulture, is eaten up by the remorse preying on 
her mind In her trouble she becomes so thoroughly unconscious of herself as to 
reveal in her sleep her tremendous, wicked secret. But what do I say ‘in her 
sleep?’ It is like a fever which, rising to her brain, softens it The physical 
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suffering taking hold of her mind with the recollection of the eul of which 
she has been the cause masters and regulates all her actions, causing her, spas 
modically, to give different directions to her thoughts 

The true rendering of this artificial and double manifestation and fusing 
of these effects without falling cither into exaggeration or into the fantastic at 
every change of countenance, of gesture, of \oicc, all demanded from me a most 
exhaustive stud) I enter the stage with the looks of an automaton dragging 
my feet as if they wore leaden shoes I mechanically place m) lamp upon the 
table, taking care that all my movements are slow and intercepted by my chilled 
nerves With a fixed eye which looks but does not see, my eyelids wide open a 
difficult mode of breathing, I constandy show the nervous agitation produced by 
the derangement of my brain It was necessary to dearly express that Lady 
Macbeth was a woman in the grasp of a moral disease whose effects and whose 
manifestations were moved by a terrible cause 

Having placed the lamp upon the table, 1 advance as far as the footlights, 
pretending to see on my hands still some spots of blood, and while rubbing them 
I make the motion of one who takes in the palms of his hands a certain quantity 
of water in order to wash them I am very careful with this motion, which I 
repeat at various moments After that 1 say 

Yet litres a spot Out damned spot! our, I sayl’ 

Then listening, I say softly 

One two why, then us time to do t ’ 

Then, as if answering 

Hell is murky!-~rie, my Lord, fie! a soldier, and afraid? 

What need you fear? Who knows it, when none can call 
our power to account. 

And at this place returning to the cause of my delirium 

\et who would have thought the old man to have had so 
much blood in him? ’ 

And I show here that I am struck by the color of blood in which it seems 
to me as if 1 had dipped my hands returning to my manifestation of delirium, 
I add 

The Thane of Tifc had a wife where is she now? 

And looking again at my hands with an expression between rage and sadness 
What will these hands necr be clean * 

With a convulsive motion I rub them again. Then, always a prey to my 
delirium, m a bitter tone, and speaking excitedly, I pretend to whisper in Ms 
beths car 

No more o’ that my lord, no more o that, you nar all with 
this starting" 

Then coming luck to my first idea, I smell my hands p*c*en ling tfey 
smell of Wood an 1 I l rcak forth with passion 

1 leres tl c sm-ll of the Hood still all the perfumes c f Ara* .a 
will not sweeten this little hand. OV oh 1 oh*"* 

And I make these etdama ions at if an ir -rnal s^udd" ccnu.be 1 nr 
heart and cat sed me to t scathe with dtCuihy, after w! ch 1 fcru*n w S ny 
head thrown luck Ircatlung s'ow’y, as if in a d*ep lethargy 

During the short da'ogue between tie g-rd'w-oman ard the doctor, ! pre 
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tend in my delirium to be taken to the scene o£ the murder of Duncan, and, 
as if the object of my regard were the chamber of the king, bending my body, ad 
vancing slowly and mysteriously toward my right side where I imagine the 
murder has taken place, I pretend that I hear die quick step of my husband 
and anxiously inclining my ear in the posture of one who waits I express how 
Macbeth is coming to confirm to me the accomplishment of the deed Then, with 
an outburst of joy, as if I saw him appear and announce the deed, feeling very 
much agitated, I say 

‘ Wash jour hands, put on your nightgown, look not so pale 
I tell you yet again, Banquos buried, he cannot come out 
on’s grave* 

I took much care never to forget that the woman who spoke was in 
troubled sleep, and during this scene, between one thought and another, I would 
emit a long, deep and painful sigh 
The following verses 

To bed to bed I there’s knocking at the gate 
Come, come, come, come, give me your hand 
Whats done cannot be undone To bed, to bed, to bed!’ 

I speak these words in an insistent tone, as if it were a thing that should 
be done quickly, then, frightened, fancying that they knock at the door of the 
castle and come to surprise us, I show great emotion, a greater fear, as if I found 
it necessary to hide ourselves quickly m our own rooms I start in that direction, 
inviting Macbeth to follow me, saying in a sery imperative and furious tone 
Come, come, come! ’ Then, simulating the act of grasping his hand, I show 
that I am dragging him with great pain, and disappear from the sight of the 
audience, saying in a suffocating voice To bed, to bed, to bed* 

With this ends the ‘compendium of the manifestations and of the strange 
sentiment of this character which seems as though it could not have been con 
ceived by a human mind, and the study of which has proved so difficult to 
me, owing to the singularity of situations which I saw myself induced to por 
tray according to the imagination of the poet 

Though I flatter myself that I entered into the spirit of this character in the 
best way I could, I trust this analysis of mine — this interpretation of the part 
of Lady Macbeth — to the appreciation of the critic From what I have stated 
it must be clearly evident what an amount of strenuous study, and how much 
mental labor such an interpretation cost me 


ERNESTO ROSSI 

(1829 1896) 

Rossi, sometimes known as the Italian Talma,’ was both actor and play 
wnght Born in Leghorn, he was sent by his father to the College of San Sebastian 
but the moody young man left school to go on the stage In 1846 while acting 
with a group of strolling players, he attracted the attention of Gustavo Modena, 
and eventually Rossi became Modena s favorite pupil 

In 1852 he joined the Royal Sardinian Company which was headed by Riston, 
whom he accompanied to Pans in 1855 By 1857 he was in Vienna with his 
own troupe In the following years Rossi mastered the major Shakespearean 
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the transfiguration so complete as to make it fully live, in just the way the author 
thought to present it 

The artist must forget his own personality as completely as the author must 
forget his It is in this way that the fullest possible illusion in the portrayal 
of a character is achieved And it is only in this way that he can reach the Heights 
of art and truth, be the interpreter of a given production, merit the name of artist 
But whoever possesses all of the above mentioned talents, with the exception 
of the ability to transform his personality (a talent in my opinion, not to be ac 
q uired through study, if it is not a specific gift of nature), cannot merit the name 
artist He may be a fine, conscientious, pleasing actor with a resonant voice, 
clear pronunciation and varied gestures He can be handsome and may wear rich 
costumes with dignity, play his parts with feeling and zeal, if the role be a 
dramatic one, and with witty animation, if he be a comedian, and not only earn 
the approval of an audience, but captivate it as well But this fascination will be of 
a moment’s duration, only for the brief time of the performance, while the per 
former and his endowments are before the eyes of the audience He will never 
consolidate his tide of interpreter of an author s works He will remain only an actor 
By virtue of transforming his own personality, an artist becomes the in 
dispensable interpreter of a work, rising to the level of a spiritual dissector Probing 
man’s heart in all its most minute manifestations, carefully studying all the phases 
of the development of hts intellect, the artist becomes a real partner of the poet 
He possesses the secret of unmasking imitations of characters which are not 
formed freely from the passions of the personality itself, but are slaves of the 
ideas, principles and feelings born in the intellect of the poet. 

The elegant adornments of harmonious verse, of beautiful ideas, an attractive 
facade — all of this is not enough The result will be a piece of work made of 
good material, but yet a building which does not have a solid foundauon 

I admit that theses are always dangerous, and that science narrows the bound 
aries of limidess nature to too great an extent on the stage Inspiration should 
be sovereign there, in an unbroken tic with art, since the one cannot be divided 
from the other under any condition 

Everyone knows that the poet lives in his works But he lives too in those 
characters who appear to proclaim loudly what the poet has whispered into their 
ears To merely express the poets will through movements and acUons, is like 
the maneuvering of little wooden soldiers and turns the theatre, which should be 
a true mirror reflecting human passions, — into a marionette show booth 

How can an artist be an unprejudiced critic of a dramatic work at the same 
drme dfraf Ac heatseli hss sa unseat tt? He is certain to Ac generous or severs 
in his criticism, depending on his sympathy with the author or his own personal 
interests 

The mediocre actor only runs through a role trying to find places in it m 
which he may be able to produce an effect Such an actor concerns himself 
only with details without first delving into the substance of the entire work 
He does not seek the point ot origin or the action, which little by little develops 
into heterogeneous scenes and gives the characters that vitality, that completely 
natural anu gradual development that leads to the denouement It is by virtue 
of this superncial analysis and careiess study that those sad and strange spec 
iacles take place on our stage, when an excellent but poorly rehearsed artistic 
producton fails, while a mediocre play artificially inflated is praised to the skies 
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As an actor Salvini tempered the grand style with intelligence, but his out 
standing trait was an inner fire which audiences as well as fellow players found 
very moving Stanislavsky went to see him frequently during his Russian tour and 
found hts technique inspiring Salvim’s great role was Othello, in which he is 
said to have terrified his Desdemonas with the violence of his attack in the 
murder scene Henry fames wrote of his Othello ‘ It may seem to many ob- 
servers that Salvini’s rendering of the part is too simple, too much on two or 
three notes,-— frank tenderness, quick suspicion, passionate rage Infinite are the 
variations of human opinion, I have heard this performance called ugly, repul 
sive, bestial Waiving these considerations for a moment, what an immense im 
pression — simply as an impression — the actor makes on the spectator who sees 
him for the first time as the turbaned and deep-voiced Moor I He gives us his 
measure as a man, he acquaints us with that luxury of perfect confidence in the 
physical resources of the actor which is not the most frequent satisfaction of the 
modern playgoer Hts powerful, active, manly frame, his noble, serious, vividly 
expressive face, his splendid smile, his Italian eye, his superb, voluminous voice, 
his carnage, his tone, his ease, the assurance he instandy gives that he holds the 
whole part in his hands and can make of it exactly what he chooses — all this 
descends upon the spectator’s mmd with a richness which immediately converts 
attention into faith, and expectation into sympathy He is a magnificent creature, 
and you are already on his side His generous temperament is contagious, you 
find yourself looking at him, not so much as an actor, but as a hero ” 

Other outstanding Salvini creations were Corrado in Giacometti’s La Marta 
civile, Egisto in Alfieris Merope, Saul in the same playwright’s Saul, Paolo m 
Pellico’s Francesca da Rimmt and Oedipus m Niccolims play of that name Salvini 
also essayed Macbeth and King Lear 

Some of Salvini’s thoughts on focal histrionic problems from his writings 
follow 


Impulse and Restraint 

By familiarizing myself with great writers, I formed a fund of information 
which was of the greatest assistance to me in the pursuit of my profession I made 
comparisons between the heroes of ancient Greece and those of Celtic races, 
I paralleled the great men of Rome with those of the Middle Ages, and I studied 
their characters, their passions, their manners, their tendencies, to such purpose 
that when I had occasion to impersonate one of those types I was able to study it in 
its native atmosphere, f sought to five with my personage, and' then to represent 
him as my imagination pictured him The nice decision as to whether I was always 
right must rest with the public. It is very certain that to accomplish anything 
in art requires assiduous application, unwearied study, conunuous observation, 
and, in addition to all that, natural aptitude Many artists who have ability, erudi 
tion, and perseverance wd! nevertheless sometimes fall short of their ideal Ir 
may happen that they lack the physical qualities demanded by the part, or that 
the voice cannot bend itself to certain modulations, or that the personality is in 
compauble with the character represented ^ 

Leaves from the Autobiography of Tomasso Salunl New Yotk The Century Company 1891, 
pp 6S €6 69 71, 76 
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I did not reflect, at that time, of how great assistance to me it was to be 
constantly surrounded by first rate artists I observed frequently m the scratch 
companies which played in the theatres of second rank young men and women 
who showed very notable artistic aptitude, but who, for lack of cultivation and 
guidance ran to extravagance, over-emphasis, and exaggeration Up to that time, 
while I had a clear appreciation of the reasons for recognizing defects in others, 
did not know_how_tO-£arrect_mv_own_nn the other hand— I recognized that the 
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ACTORS ON ACTING 

question, "Should an actor fed positively and be moved by the emotions he por 
trays, or should he be entirely negative md keep hts own emotions at arm’s 
length, as it were, and merely make his audience believe that he is moved?” 

Let me, m the first place, frankly state my own opinion, warning my readers 
first of all that it is merely an opinion (for questions of art can never be solved 
definitely, like a mathematical problem) and then I can at greater length strive 
to show why I hold such view I believe then that every great actor ought to be, 
and is, moved by the emotion he portrays, that not only must he feel this emotion 
once or twice, or when he is studying the part, but that he must feel it in a 
greater or less degree — and to just that degree will he move the hearts of his 
audiences— whenever he plays the part, be it once or a thousand times This is 
what I believe and always have believed and I think it must be acknowledged 
that my position as to the point at issue is no doubtful one 

M Coquelin, on the other hand, maintains, if I Tightly interpret his ex 
tremely well and forcibly put expression of opinion, that an actor should remain 
perfectly calm and collected however stormy may be the passion he is portraying, 
that he should merely make believe, as it were, to feel the emotion he stmes 
to make the audience believe he really feels, and that he should act entirely 
with his brain and not with his heart, to typify by physiological organs two widely 
differentiated methods of artistic work That M Coquelin really and truly be 
lievcs this somewhat paradoxical theory and endeavors to put his theory into 
practice, I do not for a moment doubt Accomplished and versatile an artist 
as he is, I have been struck more than once, as I have enjoyed the pleasure 
of his performance, with the thought that something amid all the brilliancy 
of execution was lacktng, and this want, so apparent, was due, I apprehend, 
to the fact that one of the most skillful artists m the world was deliberately 
trying to belittle himself and the art of which it was in his power to raise 
to such lofty heights The actor who does not feel the emotion he portrays 
is but a skillful mechanician, setting in motion certain wheels and springs which 
may give his lay figure such an appearance of life that the observer is tempted 
to exclaim, ‘How marvelous I Were it only alive it would make me laugh or 
weep ’ He who feels, on the contrary, and can communicate this feeling to the 
audience, hears the cry ‘That is life! That is realityl See — I laughl I weep! 

It is, in a word, the power of feeling that marks the artist, all else is but the 
mechanical side which is common to all the arts There arc many born actors 

who have never faced an audience, as there are many true poets who have never 

written a verse, and painters who have never taken a palette in hand To some 
OT&y TV gTvtTi •Alt pt/Htl Xj{ XSCpKSSTOn a) £ttVl77£, lulu VftXOTHt 

artists in the sight of the world as the others are m the sight of our semi-divine 
mistress, the Art universal 

It is at this point that I approach more closely to M Coquelin “The actor,” 
he says in effect, ' must carry self restraint so far that where the creature he 
simulates would bum, he must be cold as ice Like a callous scientist, he must 
dissect each quivering nerve and lay bare each throbbing artery, all the time 
keeping himself as one of the gods of old Greece, lest a rush of hot heart’s 
blood come and spoil his work” I also say that the actor must have the gift of 

impassivity, but to a certain point onl\ He must feel, but he must guide and 

check hts feelings as a skillful rider curbs and guides a fiery horse, for he has 
a double part to play merely to fed himself is not enough, he has to make others 
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feel, and this he cannot do without the exerase of restraint- Let me make use 
of an instance afforded me by M Coqueltn himself Once, he says, he was tired 
before he came on the stage, and falling asleep when feigning sleep, he snored 
real snores instead of feigned ones Th result was, he tells us, that he never 
snored so badly Naturally so, since he had lost control of the steed of his feeling, 
by the fact of his sleeping, and so it ran away and carried him he knew not where, 
out had M Coquehn at some time in his experience shed real tears, while at 
the same time in full possession of his waking facilities, and had he been able 
to guide these tears into the channel that his artistic sense told him to be the 
right one, then we should not have heard that the audience found those real tears 
less effective than tears wholly feigned and the product of intellect rather than 
of feeling . 

It is difficult for me to write on a subject such as this without incurring, or 
running the risk of incurring, the reproach of being egotistical I cannot, however, 
refrain from referring to my own experience and my own methods in some 
degree, especially as by so doing I can, I doubt not, make more clear the theory 
I hold than by any other means, for I shall be able, as it were, to show not only 
how I put my theory into practice, but what the visible results have been That 
I am chiefly guided by feeling is probably the reason that I have never been 
able to play with satisfaction, either to my audience or to myself, any part with 
which I have not full sympathy, and of late years I have not even attempted such 
parts This attitude of mine towards his creations should, I concave, be assumed 
in a greater or less degree by every actor who has a part to phy, and not be 
confined simply to those who, like myself, have indentified themselves more 
closely with what, for want of a better term, I may call ‘heroic” roles One 
may sympathize even with a villain and jet remain an honest man, so that in 
counseling a student first of all to put himself in sympathy with his character, 
I am by no means urging on him the acquirement of even the remotest obliquity 
of moral vision After having satisfied myself that the character I was about to 
attempt was one with whom I could put myself in full sympathy, I have next 
set myself laboriously to study tts inner nature, concerning myself not one 
particle with the outward characteristics or the points wherein the suppositious 
being might differ in his figure, bearing or speech from the rest of his fellow men 
These arc trifles, the simulation of which is, or ought to be, within the scope 
of any actor who has learned his trade and is skilled in the mechanics of his 
art What is of supreme importance, though, is the mental and spiritual differ 
eiWrrtrcHT of (he character from (hose around him As (a how I aeteaMy sttan 
this object, I can speak in no way that could be dearly understood by my readers, 
for I do not clearly understand the process mjself It is perhaps at this point 
that what we are wont to call inspiration comes to our assistance, and helps to 
elevate the artist above the artisan Now, having got in touch with the inner 
workings of my character’s nature, by this process of spiritual dissection, which 
1 find so difficult to classify, I proceed by slow degrees to an understanding 
of how he would speak and act in the vinous situations in which he has been 
placed by the dramatist, and here I am on surer ground, so far as giving some 
comprehension of the means I adopt towards the end is concerned I simply try 
to be the character I am playing, to think with his brain, to feel with his feelings, 
to cry with him and to laugh with him, to let my breast be anguished bv his 
emouons, to love with his love and to hate with his hate. Then having thus hewn 
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my creation out of the block of marble provided me by the dramatist, I clothe 
him with his proper clothes and endow him with his proper voice, his tricks of 
gesture, his walk — in short, his outward and bodily appearance, as distinct from, 
though doubtless depending upon, his inward and spiritual fashioning When this is 
completed to my satisfaction, when I have my man shaped, both in his inner 
and outer being, as I would have him, I am ready to place him before the public, 
and they help me to his further completion M Coquelin, doubtless, if he adheres 
with fidelity to his admirably expressed theories, could play a part as successfully 
and artistically in an empty room as in a crowded theatre I must confess that I 
could not I cannot live my mimic life save m the glare of the footlights, for it is 
only the sympathy and feeling of my audience which react upon me and allow 
me, on my part, to cause my audience to sympathize and feel with me But what 
I particularly wish to impress upon my readers, is that while I am acting I am living 
a dual life, crying or laughing on the one hand, and simultaneously so dissecting 
my tears and laughter that they appeal most forcibly to those whose hearts I 
wish to reach And what ha been my experience has been the experience of all 
the greatest artists I have known Rtstori shed actual tears night after night, 
as she herself has told me, while one of the most gifted comedians it has ever 
been my pleasure to know has assured me that he entered so fully into the spirit 
of the character he was playing that he became to all intents and purposes one 
with him, enjoying his humor as though he himself had fathered it 

That this susceptibility of the emotions tends to uneven or unequal imper 
sonations of the same character by the same actor on different occasions, I ab- 
solutely deny That the jealously conscientious soul of the artist is at times troubled 
by the consciousness that on some certain occasion he has not equalled his 
own best work is doubdessly true, though, as I conceive it, the conscience of 
the devotee of the mechanical system must be equally touched at times, for even 
the most skillful woodturner cannot every day turn his rings of exaedy equal size 
and shape But if this difference is due to the emotional nature gaining too great 
control and taking the mental bit into its mouth instead of being guided by it, 
then art is lacking, and knowledge and skill of craft also There arc actors, it is 
true, who allow themselves to be guided by the emotion of the moment, there 
is one who by her genius has added lustre to the American stage, but genius 
notwithstanding, they are not artists in the true sense of the word This is the 
Scylla of unrestrained, untrained, and disproportionate emotion, akin almost to 
hysteria, which we must avoid, while at the same time keeping dear from the 
Charybdis of cold, deliberate mechanical artificiality, which leads indubitably to 
monotony of method and treatment, and to consequent lack of the art which con 
ceals the art and its mechanism from the most keen eyes of watchful spectators 

I gather that M Coquel m deplores the tendency of the day to subordinate 
the actor to the costumer and scene painter — a tendency which will, m my judg 
ment, after working an infinity of harm to art, end by being swept away by a 
reaction which will carry us back to something akin to the archaic simplicity of 
the days of Shakespeare, Mohere, and Alfien, or, to go even farther along the 
corridors of time, to those of Sophocles and Euripides 1 deplore it, 1 say, and yet 
I fail to see that it is more dangerous to the art we both lose than would be the 
general adoption of the views he has so doquently, and in a manner so much 
more graceful than my own, espoused, views which would degrade the art of 
acting to the level of mere mimicry and make of the actor but a cleverly articulated 
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piece of mechanism, informed by no breath of the Promethean fire we call genius, 
views which would inevitably rob it of all claim to be considered as a channel 
of as ennobling an ait in its highest aspect as can be claimed by the poet, sculptor, 
or painter 


ELEONORA DUSE 

(1859 1924) 

For two generations, Eleonora Duse’s forbears had been actors Her grand 
father, Luigi Duse, is said to have founded the Garibaldi Theatre at Padua 
His five sons were all actors Like Riston, Duse literally knew the theatre and its 
life from her first day She was born m a third-class railroad carnage while her 
parents were on their way with the Duse family troupe to an engagement in Milan. 

A career as a stage child with its unconsciously absorbed technique has been 
an advantage enjoyed by many great actresses To this early experience has been 
credited much of Duse’s ability to go to the heart of an emotion without recourse 
to traditional histrionic deuces At seven Eleonora was the prompter of the 
humble family company By the time she was twelve she was appearing regularly 
on rural stages, often impersonating characters much older than herself At 
fourteen she played Juliet, in Verona, the home of the Capulets In Naples, in 
1879, when she was twenty, her apprenticeship came to an end Called in an 
emergency to replace the leading actress on the eve of the presentation of Theresc 
Racqtitn she scored a triumph at the famous Florentine Theatre, the same stage 
on which Salvim and Riston had played Ccsare Rossi, one of the distinguished 
men of the theatre in Italy, was present and immediately placed Duse under 
his management In the ensuing decide Duse established herself as the leading 
Italian actress 

In 1893 her tours brought her to New York A contemporary critic gives 
this excellent account of her characterization of Camille ‘Her power over an 
audience was manifested in a very striking manner before she had been on the stage 
five minutes The actress had scarcely made her appearance and given her careless 
nod of recognition to De Varville before everybody was in an attitude of strained 
attention Already the old and hackneyed character had been revivified by the 
power of genius Signora Duse does not attempt to make a Frenchwoman of 
Camille, but fills her with the fire ind passion of her own Italian temperament 
’diaVi t’ne Sire anA passion, except at ~very rare TtfterviAs, are kept uiiAer com 
plete control Their glow is apparent in all the love scenes, and breaks into flame 
at one or two critical moments, but it is by the suggestion of force in reserve 
that she makes her most striking effects Only an artist of the highest type could 
create so profound an impression with so Iitde apparent effort or forethought, 
by some light and seemingly spontaneous gesture, by a sudden change of facial 
expression, or by some subtle inflection of the voice The chief beauties of her 
impersonation arc to be found in its lesser and, to the inexperienced eje, insig 
mficant details All her by play, although it appears to be due only to the impulse 
of the moment, is clearlj the result of the most deliberate design, and changes 
with every variety of mood or condition which it is meant to illustrate 

Inevitably, Duse invaded Pans Comparison between Duse and Bernhardt, 
both of whom were in their prime in the 1890s, was a favorite speculation of 
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the day Duses few weeks in Paris m the early summer of 1897 mark the climax 
of her career Whatever Sarah Bernhardts motives, she induced La Duse to play 
in her theatre under her aegis and in Camille which was one of Sarahs own 
greatest triumphs The story of Duse’s initial disappointment in that first per 
formance and her ensuing triumph forms a strange chapter in the history of 
the stage In that season Pans enjoyed a rare display of acting, culminating m 
a gala performance as a memorial to Dumas with Bernhardt and Duse both 
performing 

Comparing the two great tragediennes George Bernard Shaw gave Duse the 
foremost place I should say without qualification that it is the best modern 
acting I have ever seen Sarah Bernhardt has nothing but her own charm 
Duses own private charm has not yet been given to the public She gives you 
the charm belonging to the character she impersonates behind every stroke 
of it is a distinctively human idea 

Duse as an actress and as a woman struck her contemporaries as being 
surrounded by a great sadness According to one account, her father dawned 
that she had contracted a disease known as The Spleen of Venice m which 
the victim is enveloped in a fantastic mist with the sadness of the past the bit 
terness of the present, and the uncertainty of the future Her triumph over 
poverty, her unsuccessful marriage, her turbulent relationship with DAnnunzio, 
whose plays she introduced appear to have made her shy, proud, and somewhat 
detached from the petty ambitions of theatrical life Never very robust, she 
succumbed to pneumonia in April 1924, during an American tour She died 
m Pittsburgh, for her la plus hideuse ville dtt mondc 

Among the many plays in Duses repertory were Sardous Theodora and his 
Dworqons Goldoni s La Locandiera Dumas La Dame aux camehas, D Annunzio s 
La Citta morta Pellicos Francesca da Rttrnnt Ibsens Ghosts and Sudermanns 
Magda Duse made one rather disastrous movie At her own request the reels 
were destroyed Duses feeling about the film is worth recording If I were 
twenty or thirty years younger I would start afresh in this field with the cer 
tainty of accomplishing much But I should have to learn from the bottom 
up, forgetting the theatre entirely and concentrating on the special medium of 
this new art My mistake, and that of many others, lay in employing theatrical 
techniques despite every effort to avoid them Here is something quite quite 
fresh, a penetrating form of visual poetry, an untried exponent of the human 
soul Alas, I am too old for itl 

Retiring in her personal life Duse was also reluctant to discuss her art The 
following statements garnered from diversified sources provide a clue to an intensely 
personal attitude Her comments on acting are as rare as they are disturbing in 
their vehemence 


Statements on Acting 

To questions that are presented to me regarding the dramatic art I have 
only one answer to offer It is this that all I care to say is said through the 
medium of my art and m the form of the new plays I am now presenting 
In these new plays I have faith From this statement, one may draw ones own 
conclusions I do not like to judge other peoples work, either in my native land, 
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chain ' 1 Hedda Gabler, Nora and the rest it is not that I want 1 I want Rome and 
the Coliseum, the Acropolis, Athens, I want beauty, and the flame of life. Maeter 
Itnek? I adore Maeterlinck. Maeterlinck is a flower. But he only gives me figures 
in a mist Yes, as you say, children and spirits 

I have tried, I have failed, I am condemned to play Sardou and Pinero 
Some day another woman will come, young, beautiful, a being all of fire and 
flame, and will do what I have dreamed, yes, I am sure of it, it will come, but 
I am tired, at my age I cannot begin over again 

Could I live without the stage ? I have passed three years without acting 

I act because I would rather do other things If I had my will I would Uve 
in a ship on the sea, and never come nearer to humanity than that 4 

‘‘Quoted by Arthur Symons Eleonora Duse New York Duffield and Company 1527, pp J I 



XII. RUSSIA 

The Moscow Art Theatre and Its Tradition 

The modern Russian theatre shares the revolutionary ideals that character 
ized the creators of independent theatre mo\ ements throughout Europe Along 
with Antoine, Brahm, and Grem, Stanislas shy ‘protested against the customary 
manner of acting, against theatrical it), against bathos, against declamation, against 
met acting, against the bad manner of production, against the habitual scener), 
against the star S)Stem which spoiled the ensemble ” The search for truth, 
reality, and serious theatrical artistry motivated Konstantin Stanislavsky and 
Vladimir Nemirovich Danchenko in their now famous conversation at the restaurant 
‘Slavic Bazaar’ Here in the long hours of a summer night in 1897 they agreed 
upon the ideals and outlined the structure of the Moscow Art Theatre, which 
became the most endunng, productive, and significant modern theatre 

Although the Art Theatre was part of an international movement for theatrical 
reform, it had strong native roots As early as the eighteenth century, when 
Russian theatre and drama were in their infancy, the brilliant tragic actor Ivan 
Dmitrevsky (1734 1821) demanded that the actor should not only perform 
creatively but should also appreciate the tics between his art and the life of lus 
country Dmitrevsky went abroad to observe Trench and English theatres, met 
Garrick, and became the Director of the first Theatrical School in Russia founded 
by Catherine the Great The early actor and playwright, Peter Plavilshchikov 
(1760 1812), also advanced the idea of the uniqueness and national peculiarities of 
Russian art * Teding for one's name land, should, it seems, be the first theme 
m theatrical composition I ask, why not create in the theatre a tasie that 
is acceptable to our kin ? And why should it not be perfect of its kind* The 
Russians demand not words, but deeds, they desire little to be said, but much 
to be implied, they love the intricate, but cannot endure the excessively sweet, 
love order and will not suffer pedantry — in a word, Russians desire the perfect, 
which cannot exist m imitation, for all mutation is far removed from its original ’ 
These picas for native expression were a reaction to the overwhelming foreign 
influences in the theatre Even the indigenous masterpieces of Pushkin Lermontov, 
Gogol, Ostrovsky, Turgenev, and Tolstoy could not entirely oust foreign fashions 
from the Russian stage of their time 

Russia had great actors and acting before its national ideals found expression 
in dramatic literature The tragedian l’avcl Mochalov s (1SOO-1848) interpretations 
of Shakespearean heroes, particularly Hamlet incarnated Russian romanticism 
of the early nineteenth century As early as Mochalov, the inward search for 
outward form, so characteristic of the Moscow Art Theatre, was evident *Spir 
itual profundity and a flaming imagination are two quahtics which form the mam 
components of talent,’ he wrote. “Only when an actor has the ability to imagine 
what he himself is living with the minj and soul of the audience, that ts, when 
he can force the audience to share h» jov and tears, force his imagination vividly 
to conjure up the scene, in a word, orly when the actor feels keenlv his position, 
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then, for a moment, can he force the audience to forget itself This great gift 
can be considered the main aspect and embellishment of talent” 

Michael Shchepkin (1788 1863) is rightly considered the founder of Russian 
stage realism From Shchepkin to the playwright and theatrical director Alexander 
Nikolayevich Ostrovsky to Stanislavsky there is a straight line of development 
Shchepkin, who spoke of acting as the “song of the heart,’ always fought against 
outward theatricality and insisted on psychological expressiveness and realistic 
justification of every detail and every gesture In 1850 during the Russian tour 
of the American Negro tragedian Ira Aldridge, a contemporary reported this 
conversation between Shchepkin and Aldridge Tell him, Shchepkin said to 
the interpreter, ‘ that I disapprove of the entire scene of Desdcmona s arrival 
After her galley moors, Aldridge moves calmly and majestically to meet her, 
offers her his arm and leads her to the foreground Now doesn t this seem to be 
quite impossible? He forgets absolutely that Othello is a Moor, that hot southern 
blood seethes in his veins, that he not only loves, but passionately adores Why, 
he ought to rush at her, gather her up, carry her in his arms and only then 
remember that he is an army commander and that many curious eyes are following 
his movement ” This heritage of psychological realism left by Shchepkin passed 
into the hands of the Maly Theatre and later, the Art Theatre actors and directors 
Maria Yermolova (1853 1928), Glikena Fedotova (18-16 1925), Alexander Pav 
iovich Lensky (1847 1908), Nemirovich Danchenko, Ivan Moskvin (1874 1945), 
Vasily Kachalov (1875 1948), and many others Stanislavsky called Shchepkin 
“our great lawgiver, our artist" and treasured those fragments of practical stage 
advice culled from the master’s letters which ate presented in this collection 

Considered by many to have been the greatest Russian actor of the nineteenth 
century, Alexander P. Lensky inherited the mantle of Shchepkin at the Maly 
Theatre. He forms a genealogical link between Shchepkin and the Moscow Art 
Theatre, which was observing its tenth anniversary on the day of hts funeral Of 
Lensky, Stanislavsky said, ‘I imitated to a point of disgust the most talented 
and attractive actor I had ever seen, A P Lensky ” 

To Alexander Ostrovsky Russian theatre owed not only a repertory of real 
istic drama, but also the first organization to protect the rights of Russian 
dramatists, whom the monopolistic Imperial Theatres had refused to pay ade 
quately, although they lavished money on foreign stars In 1881 he addressed an 
appeal to Alexander III which called for drama for the people, for inexpensive 
seats, and overall theatrical reform, to abolish the star system and institute en 
semble acting Through Ostrovsky s efforts the Imperial Theatres were deprived 
•cf. nb/tw cww/spoLy, axvi w. 1882 tb/tataes, 'nut ltgilvi.c.4 O&soHtky was 

appointed director of the Moscow theatres and established the Russian Academy of 
Dramatic Art, but he died the following year without carrying out his projected 
plans Ostrovsky sounded the note of the Art Theatre when he wrote in one 
of his plays about the theatre, The Forest ‘Play actors? No, we are artists, noble 
artists, and it is you who are the play actors If we love, then we love truly, if 
we hate, wc fight, if we help, then we help with our last penny ’ 

The Russian tour of the Duke of Saxe Meiningcn s Company in 1885, by 
its example of historical exactitude and its ensemble, further spurred native 
rSgtsseurs to seek methods of rehearsal and direction which would weld their 
many individually talented actors into a cohesive ensemble All through the 
nineteenth century there was an intense but frustrated interest in acting which 
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grew out of the urge to express creatively the rich new national literature Em 
phasis m Rusisan drama on characters in their milieu rather than on the individual 
hero required new acting techniques and new staging Only two years before 
the Moscow Art Theatre’s histone performance of Chekhov s The Sea Gull, 
that play, as performed tn the usual manner by the Imperial Theatre m St 
Petersburg the Alexandrinsky Theatre, had failed miserably Chekhov de 
dared ‘Never will I write these plays or try to produce them, not if I live to be 
700 years old ” Stanislavsky’s assertion that Chekhov cannot be presented, he 
can only be experienced, suggests why The Sea Gull was the Art Theatre s first 
great triumph It was this desire to give truthful representations to new, profound 
native drama that generated the techniques of the Moscow Art Theatre 

Together, Stanislavsky and Nemuovich Danchenko, one as actor and director, 
the other as playwright and literary adviser, created a theatre m 1898 devoted to 
carefully rehearsed and extraordinarily detailed naturalistic productions of Russian 
and foreign dassics They might have been no more than an excdlent troupe 
bad Ncmirovich Danchenko not urged them to play Anton Chekhov’s former 
failure The Sea Gull Aware that a second failure might be fatal to the ailing 
and discouraged Chekhov, they sought more than ever for the inner emotion 
of his tenuous tragedy Their inner realism m acting and external realism m 
staging gave life first to Chekhov’s plays, then to those of Maxim Gorky These 
playwrights m turn provided the theatre with a body of dramatic writing perfeedy 
suited to their histrionic tdeals 

The Art Theatre was, and still is, an actors’ theatre Ncmirovich Danchenko 
wrote “The director should become lost m the creative process of the actor Need 
I say that for this the director must possess the potentialities of the actor? Practi 
cally speaking he himself must be a profound, diverse actor To achieve a theatre 
which would go beyond photographic realism, every p’ayer individually and in en 
scmble must follow the law of inner justification in order to reveal the deepest 
intent of the dramatist No longer would the actor declaim lines to the accompam 
ment of artificial gestures and postures, he would incarnate his role in terms of 
his own personality Out of these ideas was born the body of acting theory known 
as the Stanislavsky system 

The principles Stanislavsky elaborated are fundamentally those which great 
3Ctors of all times have utilized in their art. They appear again and again in the 
writings collected in this volume Mere statements, however, that “the actor should 
live his role were not enough Stanislavsky recognized that what was needed, cs 
penally by actors m naturalistic dramas, was a svstematic technique that would 
create 'a favorable condiuon for the appearance of inspiration by means of the 
will, that condition in the presence of which inspiration was most likely to descend 
into the actor’s sou! ’ He wrote All that has been w ntten about the theatre is only 
philosophizing very interesting very deep, it is true, that speaks beautifully of the 
results desirable to reach in art, or criticism of the success or failure of results al 
ready reached All these works are valuable and necessary, but not for the actual 
practical work m the theatre, for they are silent on how to reach certain results, on 
what is necessary to do firstly, secondly, thirdly, and so forth, with a beginner, or 
what is to be done with an experienced and spoiled 3Ctor 

What exercises resembling solfeggi are needed by him? What scales, what 
arpeggi for the development of creative feeling and experience arc required by the 
actor 9 They must be given numbers for systematic excrases in the school and 
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at home All books and works of the theatre are stlent on this score There is no 
practical textbook.” 

Stanislavsky perfected a practical, flexible system for the training of the actor, 
the building of a character, and for the analysis of the interconnection of each char 
acter m the play. His theoretical writings are best understood when brought to life 
by actors on the stage or by teachers who have mastered his system Norris Hough 
ton in his survey of the Russian theatre in Moscow Rehearsals summarized some 
aspects of Stanislavsky’s methods on the basis of his firsthand observations of Art 
Theatre actors at work. The training of the actor centered on perfecting his medium, 
that is, his own physical and sensory capacities. The actor had to learn to control 
his nervous system so that he could be relaxed and yet concentrate on his playing 
To avoid distractions, he was to put himself within an imaginary circle” from 
which he could not step as long as he was acting He had to develop his imagma 
tton and his sense of fantasy and to memorize past emotions with minute detail so 
that he could re-create them in his role By improvisations and exercises he was 
to store up rich, accurate memories of sensory experience for use on the stage The 
actor had to be naive and to believe in the creative if, “the imagined truth which 
the actor can believe as sincerely and with greater enthusiasm than he believes 
practical truth . .” 

In each play the actor had to master the “offered circumstances,” the situauons 
presented by the author. It was necessary to learn the logic of the contact between 
the characters on stage and develop with his fellow actors a “rhythm” for each piece 
based on the “offered circumstances” of the author Finally he had to grasp the 
* kernel” of the character — hts internal and external personality. 

Art Theatre rehearsals began with intensive first readings of the play. Once 
the enthusiasm of the actor was stimulated, a long period was spent in analyzing 
the * sub text," the meaning which underlies each line. Then the play was examined 
in its historical context Detailed study of the lines began again as short segments 
(/(us^u) were grouped together into units like musical measures. After this analy 
sis the actors “incarnated” their roles. The actor had to understand the “aim” which 
motivated the character so that he could answer the question * What do I want and 
why?” The three main elements of the stage task as defined by I Rapoport now 
became (1) Action — What I am doing, (2) Volition — Why I am doing it, (3) Ad- 
justment — How I am doing it (form, character of action) The first two elements — 
action and volition were consciously determined by the actor and as a result of his 
performance the third element, adjustment, arose involuntarily In this manner 
were created the conditions “for the appearance of inspiration by means of the 
will 

The roster of brilliant players of the Moscow Art Theatre, both past and pres 
ent, is too long to record here. Brief mention should be made of a few of the leading 
performers not directly represented in this collection, who m their famous roles 
revealed so much of the subde psychological realism of the Art Theatre repertory. 
Of the original members of the company, only Olga Knippcr Chekhova, widow of 
the famous writer, remains alive today. Observers recall as great moments in the 
theatre, the scenes in The Three Sisters between Vershinin and Masha as played by 
Stanislavsky and Mmc. Kmpper-Chekhova Ivan Moskvin, acknowledged as the 
greatest high-comedian of the Russian stage, created the title role in Alexei Tolstoy’s 
Tsar Fyodor, a role he played for forty three years His wide range is evident from 
his excellent performances as Yepikhodov in The Cherry Orchard and the pilgim 
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Luka in The Lower Depths Vasily Kachalov was perhaps the most gifted all 
around male performer. He played Hamlet in the famous Gordon Craig produc- 
tion, Baron m The Lower Depths, 3nd Kan Karamazov in The Brothers Karamazov, 
among other roles 

A listing of the additional members of the Moscow Art Theatre can hardly do 
them justice as each was an artist in his own right, and their careers and creations 
form a chapter in themselves Nonetheless it is important to cite the names of Alla 
Tarasova, Maria Germanova, Vasily Luzhsky, Alexander Vishnevsky, Mans Pc 
trovna Lilina (wife of Stanislavsky), Maria Zhdanova, Vladimir Gribumn, Leonid 
M Leonidov, Nikolai Tarkanova, Nadezhda Butova and Nikolai Massalitinov 

In the Moscow Art Theatre it is not unusual for the creation of a role to lie the 
production of a full years stud) and rehearsal Their repertory s)stem docs not 
allow creations to die In 1918, for example, after two hundred performances, five 
of the important roles in The Three Sisters were still being pla>ed by those actors 
who had created them in 1901 

Trout the Art Theatre’s several Studios and from Nikita Bahcfls famed 
Chauve-Souns have come a number of actors and actresses who have hid i broad 
influence on the American theatre both as performers and teachers Among these 
arc Alla Nazimova, Richard Boleslav sky, Leo Bulgakov, Tamara Daykarhanova, 
Michael Chekhov, Maria Ouspenskaya, Akim TamirolT, and Olga Baclanova 

just as the theatres of Antoine and Ilnhin harbored the seeds of revolt against 
naturalism within their own companies so front the Art Theatre ranks came Alice 
koonen, wife of Alexander Tairov (1835—), Eugene Vakhtangov, and Vsevolod 
Meycrhold Mcycrhold led the revolt against naturalism with bold theatrical cxpcri 
ments Norris Houghton points out the interesting coincidence ihat it was Meyer 
hold as Trcplev in the original production of The Sea Gull who cried * To my mind 
the modern theatre is nothing but tradition and conventionality . We need new 
forms, and if wc can’t have them we had belter have nothing Meycrhold sought 
to bridge the gulf that separates actor and spectator through use of non illusory 
theatrical devices He turned to the kabuki theatre of Japan, to medieval drama, 
to commedta dell arte, and to the Renaissance platform stage for stylized symbols 
and poetic gestures He used these devices in an attempt to arouse meaningful as- 
sociations in the minds of the audience Meycrhold, a brilliant iconoclast, sought 
the perfect style He explored every facet of theatricality, until he arrived at a point 
beyond which he could not go In 1933, hts extremes caused an official change of 
attitude toward him, and the theatre bearing his name was disbanded 

Alexander Tairov, who with his actress wife Alice Koonen, founded the Ka 
merny (Chamber) Theatre in 19 H, also protested against the realistic theatre which 
in his opinion neglected the symbolic gesture and rhythm of the complete theatre 
Lake Meycrhold and the other regisseurs, Tairov and his wife completely com res’ led 
their theatre Using intoned speech and stylized gestures, Tairov wanted to create an 
heroic theatre, which, unlike Meycrhold* preserved some of the cmo*uma! intimacy 
of the Art Theatre In describing his objective* m one of his plays, Tairov sa d 
‘Wc are aiming at the creation ot a great synthetic production, vast in ns dimen 
non, classical in its severe simplicity, emotional in ns intensity, dynamic in ih- struc 
turc of the stage space, tragic in ns action, optimistic in its substance, realistic in us 
methods and romantic in its experience and exposition of genuine reality ** 

Lugcnc Vakhtangov, a student of Stamilavskv, ejected during his bri'-f li’c 
time, a compromive between the extreme theatricality o f th- rfgweur Meyer hold 
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and the complete naturalism of the actor Stanislavsky He wrote ‘ Meyerhold is the 
only Russian director who instinctively feels the theatrical In his general search 
for truth Stanislavsky brought the truth of life to the stage But Meyerhold removed 
this truth from the stage and m his zeal destroyed all true feeling in the theatre 
The perfect work of art is eternal But only then does a work of art exist when 
content, form and material are in perfect harmony Stanislavsky could find harmony 
only in the moods of the society of the time Not everything of the times is eternal, 
but the eternal is always of the times Meyerhold cannot feel tomorrow, he can onty 
feel today But one should be able to feel today in tomorrow and tomorrow in to- 
day” Vakhtangov’s concept of ‘perfect harmony” was realized in such famous 
productions as The Dybbu\, performed by the Habimah Theatre, and Princess 
Tttrandot, his last production After his untimely death in 1922, his theatre was 
carried on by his disciples 

Nikolai Okhlopkov, once a student of Meyerhold, sought to combine the actors’ 
theatre and the director s theatre in ihe creation of intensely emotional mass drama 
Using a bare room with movable platforms, he drew audiences and actors together, 
being one of the first modern directors to employ the arena or theatre in the round 
technique Acting in his Realistic Theatre was defined by Okhlopkov in these words, 
quoted by Andr^ Van Gyseghem “ in view of the fact that wc have dis- 
carded the ‘box’ stage, introduced montage and music and other innovations, our 
actors must adjust themselves to special conditions The close intercourse between 
actors and audience in our theatre, involving the maximum nearness of the audience 
to the points where the action is taking place, is a condition peculiar to our theatre 
Such proximity disciplines the actor, leads him to ‘fine’ acting with something of 
the quality of a water-color, stimulates him to strive for unusual exactness m his 
emotional expression Without this inner 'rightness’ he would simply be unable to 
support the fixed gaze of an audience which completely surrounds him He would 
not remain on the stage even foe a few minutes 

“The proximity of the audience permits the actor to make contact with it more 
quickly, to sense its reactions to the play, its emotions, to feel immediately the 
'warmth’ of the spectators It stimulates the actor to master the subtleties of acung, 
to become a virtuoso in subtle pantomime and skillful ‘sculptured’ foreshortenings 
’Thus we assert the realism of the theatre through theatrical means, appealing 
to the imagination of the spectator and at the same time providing it with a power 
ful stimulus Thus the audience cooperates with the actors in every performance, 
so that the actors applaud the audience as well as the audience the actors ” 

In a dramatization of Mother from the Gorky novel, Okhlopkov is said to have 
most iui’iy resized nis theatrical ideas 

Among the many Soviet theatres mention should be made of the important 
theatres of the national minorities, where the language of each group is spoken 
Perhaps the most significant of these is the State Jewish Theatre The performance 
of King Lear by its leading actor and its director, the late Solomon M Mikhods, was 
lauded by Gordon Craig as one of the great theatrical impersonations 

In the midst of these movements and counter movements, with emphasis on 
bio mechanics” and stylization, the Art Theatre itself never abandoned its belief in 
the theatre of inner feeling Relatively static for some years after the Revolution, 
it preferred to serve the new society by preserving its link with the best theatrical 
tradition of the past, until its actors could grasp the inner reality of the new revo- 
lutionary man In the enormous expansion of the Russian theatre from about 250 
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Shchepkin has been the teacher and unsurpassed example for Russian actors 
for many generations- The present Academic Maly Theatre and the Art Theatre 
preserve Shchepkm’s heritage of realism The Maly, scene of his long creative life, 
is known as ‘Shchepkin's House.” 


Feeling and Pretense 
About the Author’s Idea 1 

Yes, real life and stirring passions, in all their truth, should be brightly re 
vealed m art and real feeling should be permitted to the extent that the idea of the 
author demands it No matter how true the feeling, if it steps beyond the bounds 
of the general idea, there will be no harmony, which is the general law of all art 
Naturalness and true feeling are necessary m art, but only to the extent that the 
general idea permits of them That is what all art consists of, to grasp this feature 
and to be true to it 


To the Actor ShumsJ^y 2 

Take full advantage of all opportunities, work and develop the talents given 
you by God to their fullest measure Do not reject criticism, but search for its 
deeper meaning, and m order to test yourself and the criticism, always keep in 
mind — nature crawl under the skin of your character, so to speak, study well his 
particular ideas, if there are any, and do not even exclude from consideration the 
social influences of his past Then, no matter what situations are taken from life, 
you will always express them truthfully you may sometimes play poorly, some 
times only satisfactorily (that often depends on your own inner disposition), but 
you will always play truthfully. Remember that perfection is not given to man, 
but by applying yourself industriously, you will be approaching it to the extent 
that nature has given you the means for it For Gods sake, don’t be concerned 
with amusing your audience, for both the ridiculous and the serious derive from 
a true conception of life, and believe me, in two or three years you will notice 
that you act your roles diffcrendy, with every year you will become more ver 
satile and more natural Watch yourself ceaselessly, even if the public is satisfied with 
you, you must be your own severest critic. You must believe that inner satisfaction 
is worth more than applause Be among people — as much as time will permit, study 
the human being in the mass, pay attention to all anecdotes, and you will always 
discover why things have happened one way and not another, this living book 
will serve you well until we have a body of theory, which unfortunately, our art as 
yet does not possess Consequendy, study all classes of people without prejudice, 
and you will see that there is good and evd everywhere This will give you the 
abdity in acting to give each group its due — that is, if you play a peasant you will 
not be able to observe the social niceties when expressing extreme joy, and when 


Lvov, Nikola I, and I Miksimor Musters tvo Aktsora (Tie Actor s Cr»lt) Moscow Gostzdit, 

19}J 


‘Letter to the writer Annenkov November 12 1813 

•'Letter to Shurmky March 27. 1848 (S V Shuimky 1821 1878, a well known actor of the 
Maly Theatre ) 
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playing an aristocrat you cinnot shout ami wave jour hands in anger, as i peasant 
might do Do not place yourself abosc hard work, on situations and details cn 
countered in life, but remember that the) arc only an aid, and not a goal — that 
they are only valuable when you understand your goal in acting 

Wherein Lies the Difference Betti cen Actors?* 

One actor docs not cry on the stage, but only makes a pretense of crying 
yet he makes the audience cry Another actor is bathed in bitter tears, but the audi 
ence docs not respond One may conclude, therefore, that true feeling is not essential 
in dramatic art, but only cold craft that is simply acting Perhaps T am wrong 
hut in mv opinion it is not so How can I express my ideas more clearly? Tor 
instance, one person has been endowed with a soul responsive to all beauty, 
to all good To him all human interests arc dear No matter on what level of 
society he finds himself, he is sensitive to its grief and its joy, he responds hotly to 
everything (as if he himself were touched by it) and that is why he will weep 
and laugh with society Another person is more of an egoist Living in society, 
encountering at every step both sorrow and laughter, he will participate in both, 
only to the extent that his own interests ire nfTected He may feel sorry, for instance, 
for one who has been robbed of a hundred thousand rubles, but it won't enter his 
head to consider how terrible it is for a pauper to lose his last ruble Hell svm 
pathizc with some nobleman whose wife has been seduced by so-and so hut wont 
wrinkle i brow when told that the sime nohlcman his taken the footmans wife 
away Such people reason coldly In order not to appear selfish, they demonstrate 
their sympathy as though it were real sympathy, and, being always inwardly calm 
the emotion appears convincing And so it is on the stage It is so much cisier 
to play mechanically — for that you need only your reason Reason will approach 
sorrow and joy to the sime extent that any imitation can approach nature Hut an 
actor of feeling— that’s something else again Indescribable labors await him He 
must begin with wiping out his self ind become the character the author in 
tended him to be He must walk, talk think feci, cry, laugh — aj the author wants 
him to 'You sec how the work of this actor is more meaningful In the first case 
you only need to pretend to live — tn the second you have to live You might say 
that this is impossible No it is only difficult Y'ou may say why struggle with some 
kind of perfection when there are much simpler meant of pleasing the audience* 
One can only answer to that, why have art* If you should ever have the opportunity 
of seeing two acton both working conscientiously, both equally sincere and de 
voted to their art, one of whom is intelligent, reasoned who has achieved the art 
of pretense to a high degree, and the other, with a flaming soul with that heavenly 
spark— then you will see the immeasurab’c distance between true feeling and pre 
tense I saw Plcssis and Volkn' and would say that I have witnessed both types 
of performance The first of these two actresses almost tn the prime of life, with a 
fresh voice, is a master of art and is perfectly fine, very fine! The second is a'most 
forty years old, with a voice that has suffered, but she feels feels passionately, and 
how pale Plcssts appears with all her art’ All I heard from Volk is were a few 
sounds of distress, but I shall remember them all mv life 


, Lttur to ih« iram Shuhm Mutli r IHt 

'riroii «trd toll »crt knovn to «fi* Reims f«He by thc-r prrfortainrtt *t t*w kti hiH a* 
«ly Thorn in *u Fncntsug wSc-t • ritnch 0*71117 |»roiareil7 
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On the Art of Rachel s 

Yes, that’s art, she is a remarkable woman! I admire her too much to say I 
love her And with all that I feel sad What would be the result, if, with this talent, 
she were to study art with its modern demands, or, at least, as we Russians look 
at itf Indeed, that would be a miracle f Strange— throughout all Europe they still con 
tent themselves with such declamation, that is, with whining, whereas we cannot 
get accustomed to that singing, we sang and sang in that style and then we threw 
it over! How many singing words we have! But with us it is the heart that sings 
them! 

Translated from tke Russ/an by David Pressman 

KONSTANTIN S STANISLAVSKY 

(1863 1938) 

In the world of the actor few names are more revered than that of Konstantin 
Sergeyevich Stanislavsky (Alexeycv) Born m Moscow on January 17, 1863, of a 
wealthy merchant family, his whole life was devoted to the theatre As a boy he 
appeared in the amateur theatricals given at the private theatre of the Alexeycv 
country home Passionately fond of the stage, he undertook the serious study of 
acting with such great Russian actors as Sadovsky, Maria Savina (1850 1915), and 
Yermolova It was during this period that the Italian actor Ernesto Rossi made the 
great impression on the formation of Stanislavsky’s concepts of acting described 
by him in My Life tn Art Writing about Rossi’s performance as Romeo, Stanis 
lavsky says, 4 he drew its inner image to perfection ” “This wonderful idea” that 
required the actor “to reflect all that is best and most profound in his creative 
spirit ... to store up within himself this great inner content and identify it with 
the spiritual life of the part he is p laying’ became the cornerstone of Stanislavsky’s 
system 

In 1888 Stanislavsky together with other devotees of the vanguard theatre 
formed the Art and Literary Society As both actor and producer, Stanislavsky 
began his search for a theatre which would ban the spurious and artificial from the 
stage The Society laid the foundauon for the Moscow Art Theatre and prepared 
the way for the future artistic partnership with Nemirovich Danchenko The excerpts 
from Stanislavsky’s Art Notes printed here deal with performances given by the 
Society and are selected to show the early development of Stanislavsky’s theories 
on the art of the actor. These notes have only recently been made available They 
are a source of information on a period of his creative life which is least known 

As producer and artistic director of the Moscow Art Theatre, Stanislavsky 
staged over fifty different plays by such authors as Ostrovsky, Chekhov, Gorky, 
Maeterlinck, Goldoni, Ibsen, Alexei Tolstoy and Leo Tolstoy In the course of 
twenty five years Stanislav sky played a number of memorable parts on its stage 
Uriel in Uriel Acosta, Astrov in Uncle Vanya, Stockman in An Enemy of the 
People, Vershinin in The Three Sisters, Gayev in The Cherry Orchard, Rakiun in 
A Month tn the Country Those significant words, “A man ..what a proud ring 
the word has!” reverberated from the stage for the first time when Stanislavsky 
played Satin in Gorky’s Lower Depths Stanislavsky’s career was an embodiment 
of that belief in mankind 


^Letter to Annenkov, February 20, 1154, about Rachel who played in Russia in 18 JO 
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The essence of the Stanislavsky system of acting is best given in his two unique 
books My Life in Art and An Actoi Prepares The significance of Stanislavsky’s 
writings is appraised by the American director Lee Strasberg The Stanislavsky 
system is no continuation of the textbooks of the past or present It represents a 
sharp break with traditional teaching and a return to actual theatre experience. 
It tries to analyze why an actor is good one night and bad another, and therefore 
to understand what actually happens when an actor acts His actual methods have 
more than vindicated themselves wherever they have been used Theatres and actors 
of great variety and diversified form have created outstanding works on the basis of 
the training acquired by use of Stanislavsky s principles The works created are 
never copies or imitations of one another but are original creative achievements 
That is the purpose of the Stanislavsky idea It teaches not how to play this or that 
part but how to create organically " 

Stanislavsky did not live to complete the comprehensive work he had planned 
on the art of acting Only rough notes and fragments remain of the third and 
fourth — The Self Training of the Actor During the Creative Process of Imperson 
ation and An Actors Worl^ on His Part A new poruon of his work has recently 
been made available in English under the title The Building of a Character A 
special commission has been appointed by the Government of the U S S R to bring 
order and system into the 12,000 manuscripts left by Stanislavsky Only when all 
of his writings are made available will the theatre world possess the full heritage 
of Stanislavsky. 


The Evolution of My System 

(From Art Notes ] 

A dreadful and solemn day 1 A great many people came Actors, artists, pro- 
gessors, princes and counts Imagine having to play a responsible rolel I dreaded 
my appearance in The Miser Knight, and was sure of myself in Dandtn But things 
turned out quite the contrary The Miser Knight went better and pleased the audi 
ence more, though the first act was a failure The audience did not even applaud 
Before I went on, a kind of apathy, the most unpleasant mood an actor can fall 
into, came over me At first I could not feel my part, my tone was shaky, and I 
dragged out the pauses Towards the end of the monologue I got worked up and the 
forceiul part went, apparentl), very well Medvedeva' the actress praised my Miser 
Knight, but remarked that I had made the pauses a little too long 

Konstantin S. Stanislavsky Excerpts from Art Ko/es 1877 1*92 Moscow Inttrnjlninji Lt/rrd 
turt, Nos 11 12 , November December, 1940 , pp. 170 1*7 plain By permmon of Helen Black. 


1 Deccmber 8, 1888, the first program by the amateurs of the Art and Literary Society, which 
presented Pushkins tragedy Tit Mts er Knight, Vfohere s Gtarget DjhJm, and scenes from The 
GoJunoit, a traged) by A F Fedotov Stanislavsky had two lead ng parts — the Baron m The 
Miser Knt&bl and Satonville in Georget DjnJm It was after this first performance that the avion, 
in cooperat on with whom he subsequently entered the Moscow Art Theatre joined Stamilaviky 
and formed a group. 

'Nadezhda Medvedeva (I8J2 1*99) a well known actress of the Maly Theatre In My Ltf* 
in Art Stanislavsky says, I remember Medvedeva well not only as an actress but as an interesting 
human being, self taught. To a certain degree she was my teacher and exercised a great sequence 
over me.** 
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The actor Shilovsky 3 praised me but reproached me for a certain sameness of 
tone and abrupt transitions of voice from low to high He interprets this role m a 
different way, too, much of the surface only, too theatrically Count Sollogub 4 praised 
me up to the skies and said that the impression I produce is overwhelming After 
the second 3ct the audience called for me three times m an extremely friendly way, 
and the same after the third act 

It is a queer thing, but when you really feel your role, the impression you 
make on your audience is poorer, when you have yourself well in hand and do not 
give your part everything you have in you, it turns out much better I begin to 
grasp something of progressiveness m the role I tested the effect of acting without 
gestures (there were only two in the last act) I wear the costume well, that I can 
feel The plastic side is dc\ eloping, and I am beginning to understand pauses Mime 
is going on well, too They tell me I died \ery well plastically and convincingly 
There was quite a lot of talk about me the following day at the Maly Theatre 
naturally, only the most flattering opinions reached my ears Saying goodbye to 
me, Medvedeva added You are a serious actor and you love the stage I worship 
you It is a very rare thing for a young man to give money for a good cause and 
play well into die bargain Then she kissed me and assured me that our produc 
tions would go well, because they were much better than those at the Korsh Theatre 5 

There is one thing I should like to say about Dandm we were too sure of 
ourselves in it, and once the weight of The Miser knight was off our minds we 
ceased to worry and played carelessly Yuzhin* praised me Shilovsky, who is an 
expert in the matter of costume and make up, said that my Satonville was the first 
genuine Moliere he had ever seen 

A certain Ustromskaya 7 told me that she sat through the performance of The 
Miser Knight with some vexation, the technique was excellent, but there was no 
truth in the acting She concluded that I ought not to play old men and dramatic 
parts Fedotova said that when I appeared in the vault and spoke in a low voice 
under the arched ceiling, the illusion was perfect — just what she wanted Philipov 
the critic declared that my portrayal in Dandm was inimitable and that I might 
compete with anyone My recital of my part in The Miser Knight was good but 
there was no acting In his opinion I should go in for ordinary everyday charac 
ters, as I am no tragedian 

* * • • 

We got tired of Dandm 8 The comical situations are no longer fresh and do 
not amuse the actors — and that is, probably, why we played so lifelessly 

b "bn 'lovs'ky a Tvia'iy Tncatre actor 

■•Count Fyodor Sollogub (1848 18 JO) a talented poet and artist He panted the scenery for 
The Miser Kn gf t and des gned the costumes for Georges Dandm He also performed successfully 
in some of the Society s presentations 

®The Korsh Theatre was founded in 1882 The company included many excellent actors but 
Korsh was ch efly interested in the commerc al s de of the undertaking and practically every week 
brought the presentat on of a new production. 

8 A. I Yuzh n (Prince Sumbatov) a talented actor subsequently regisseur and director of the 
Maly Theatre Author of several plays 

T Mar a Ustromskaya Took, pan under the stage name of Maieva in the performances of the 
Art and Literary Soc ety 

8The Program of the Art and Literary Soc ety g ven February 2 1889 included Georges Da i 
di i and two vaudeville iketches The flare Up On the Heart and Woman s Secret Stan slavsky 
played his former part of Satonville in Georges Dandm and Megr ot the student in Woman s Secret 
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to life But to reach it, one must know what truth and life arc There it is then, — 
my task to get to know the one and the other In other words, one must train one s 
self, one must think and develop morally and give one s mind no rest Can I com 
mand sufficient energy and strength and time for tins? I do not know, but at any 
rate I am thankful that I have at least elucidated and motivated the task before me, 
at least I need not wander any more in darkness, but can settle down to work as 
far as it is in my power 

I have come to the most difficult of the obstacles, to the most dangerous 
period for a young actor Routine is in me, my performance betrays it in— say — 
the sameness of the mime, the voice, the tone, which are repeated in several roles 
and also in the rehearsals for A Debt of Honor There is also some creative power — 
or at least faint suggestions of it — m me They come out I think, m unexpected, 
unprepared, spontaneous movements and alterations of tone that I sometimes intro- 
duce impromptu into the performance itself Further proof of them is my correct 
tone as Obnovlensky, a tone that emerged quite unexpectedly, and this I owe to 
the illusion and surroundings at the dress rehearsal of The Ruble In exactly the 
same way, my mood in the performance of A Debt of Honor prompted me to make 
certain movements of a very vital nature, and they produced an impression on the 
audience 

I am going over in my own mind, scene by scene, my role as Baron, and trying 
to remember what was vital and living in each, and what was not I shall mark 
the rehearsals, which not excepting the dress rehearsal, were all feeble and lifeless 
I shall make only a brief explanatory note die play was produced according to 
Fedotov s directions The parts were handed out by him and not chosen by us so 
that I had to adapt myself to the feelings of another person and not to my own This 
in my opinion, is the principal reason whv I look so long to enter into the mood 
of my role and did not live it On the day of the performance itself, thanks to the 
audience I felt the part and came to life m it Komisarjcvsky lu said that we 
played so well that it was really a pity to sec so much effort being wasted on such 
a trashy play 

• • • • 

During the summer, which I spent abroad, I read up the part of Imshtn, 11 
thinking that I would master it, but I did not, I had only to take it up to feel 
disappointed at once in it and in my abilities 1 felt it was much too difficult for 
me, 1 understood how it ought to be played, how Salvim would have played it, but 
in myself I could discover no sign of those capacities that might create the role In 
my search for the right vein 1 fell into the error of trying to give the part an every 
day character In short, I began to think too much of externals, and endeavor to 
bring out the autocrat, his arrogance, the outwardly cruel and overbearing appear 
ancc of Imshin And then the photograph I saw of Samarin 12 as Imshin, wearing a 
sort of morose grimace on his face — further encouraged me in my error I got into 
routine, into a banal tone, allowed them to bind me hand and foot, and the role 

i Op y odor Komisarjevsky (1838 1901 ) the famous operatic tenor One of the founder* of the 
Art and Literary Society Father of Vera and Theodore Kom sarjevsky 

iiTbe first theatrical performance g vea by the Art and L cerary Soc ecy after a long interval 
was held on November 26 1889 It was P semsky » Autocrats a tragedy m five acts Stiruslaviky 
took the part of Prince Platon Imshin a general during the regn of Paul I (1 796 180>) 

V S unarm an outstand ng artist and pedagogue of the Maly Theatre 
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not only refused to become mine, but began to weary me The end of it al! was 
that I lost its inward meaning, I ceased to feel it That was the state of things 
up to the first reading The first reading with the new regisseur (Ryabov) 18 — 
this has always been an epoch in my life, 3nd this time it was an epoch of a very 
depressing nature My spirits sank Rjabov would stop me, and me alone, after every 
sentence, and gave the part an entirely different psychological aspect Naturally, these 
interruptions made me nervous I was extremely reluctant to agree to them par 
ticularly as I am very stubborn in matters of this kind Sull, Rjabov was right, I was 
too harsh to my role, I drove it too hard and brought out only the bid qualities 
of the autocrat, forgetting that the part contained pleasanter and brighter sides 

• • • t 

I am no Don Juan 14 and thank God for that, but it is a pity that I cannot 
manage the part. Why is it? Can it be that I do not understand it, or that every 
member of the audience understands it too well for himself? No, the secret lies 
m neither the one nor the other, but, so far as I can see in quite the opposttc None 
of the people in the audience has a clear conception of Don Juan Why Don Juan 
is the conqueror of feminine hearts, and they are whimsical! Could anjone name 
with certainty the weapon that can pierce these hearts the easiest? There are too 
many weapons of this kind, and they are too diverse The poetic Romeo, his mildness 
and youthful passion win the heart of Juliet, on the other hand, the unhandsome 
Moor wins the heart of Dcsdcmona by his strength and stones of heroism, while 
Petruchio s manliness and energy arc the weapons that tame Kalhenni, and Bene 
dick’s wit and hatred of women wins Beatrice All these are means that Don Juan 
might use in his love affairs If he were a little bit cloying, and had a poetic -exterior 
reminiscent of a tenor di grazta he would have attained his aim with as much 
success as another Don Juan with a manly extenor and a powerful, sonorous voice 
(even if it were a bass) He ought, of course, to be passionate, but that in itself 
would not be sufficient to distinguish him from thousands of other Spaniards Don 
Juan must be original and attract general attention by his personality Let me 
illustrate this by the first example that comes into my head Shumsky had an lm 
pediment in his speech — a verj serious drawback for an actor Yet, strange as it 
may seem, it was so becoming to him that it turned out to be to his advantage, 
and actually induced others to imitate him Now, in order to copy Shumsky, actors 
hid to seize on his most striking feature, his greatest shortcoming, and pronounce 
their words as though they had an impediment in their speech Nothing came 
of it, of course Padilla, the singer, the best Don Juan I have ever seen, possessed— 
in addition to passion, lordliness and a very handsome appearance — a hoarse voice 
This is a tremendous drawback for a singer, jet in his case it became an advantage 
because it somehow suited him, and a Don Juan with a hoarse voice was highly 
original, and therefore drew attention But I have no individual traits and so my 
Don Juan is simply a jeune premier and nothing more. If my rendering is passionate 
and takes the public by storm, or if it is plastic and beautiful, many will say that 
it is possible to fall in love with a Don Juan like that. But had I some individual 
trait — no matter what, as long as it suited me — my Don Juan would have been 
original, claiming the interest of everyone. The audience would have said then 
It is impossible not to fall m love with his Don Juan And why? Simply be 

,3 P Y Ryaboe an actor of the Maly Theatre and one of the ttaje managers in the Society 

1 *Puihtm» S/our Gunt was presented by the Art and Literary Society on February 4 !*»0 
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cause you will never meet another like him You may create a better or a worse 
Don Juan, but of this particular, original one you will never find the double 

[From My Ltfe in Art] 

The eve of great events surrounded us in its thunder clouds The death of 
Chekhov tore out a large part of the heart of our Theatre The illness, and then the 
death of Morozov, 15 tore out another part of that heart Dissatisfaction and anxiety 
after the failure of the Maeterlinck plays and the catastrophic demise of the Studio 
on Povarskaya, 16 dissatisfaction with myself as an actor, and the complete darkness 
of the distances that lay before me, gave me no rest took away my faith in myself, 
and made me seem wooden and lifeless in my own eyes 

It was in this condition that I went to spend the summer of 1906 in Finland 
After I arrived, I would spend my mornings on a cliff that overlooked the sea, 
taking stock of all my artistic past I wanted to find out where all my former joy 
in creation had vanished Why was it that in the old days I was bored on the days 
when I did not act, and that now I was happy on the days I was free from work? 
It was said that it could not be different with a professional who played every day 
and who often repeated the same roles, but this explanation did not saUsfy me 
Apparently the professionals of whom this was said did not love their roles and 
their art It would have been better for them to clerk in a bank or in a shop The 
explanation would only fit some mechanical trade But a role and art can ncicr 
become tiring Duse, Yermolova, Salvini, had played their great roles many times 
more than I had played mine, but this did not stand m their way of making those 
roles more perfect with every repetition Why was it then that the more I repeated 
my roles the more I sunk backward into a stage of fossilization? Examining my 
past step by step, I came to see clearer and clearer that the inner content which was 
put into a role during its first creation and the inner content that was born in my 
soul with the passing of tunc were as far apart as the heaicn and the earth Form 
erly all issued from a beautiful, exciting, inner truth Now all that was left of this 
truth was its wind swept shell, ashes and dust that stuck in the niches of the soul 
due to various accidental causes, and that had nothing in common with true 
art For instance, there was my role of Doctor Stockman in An Enemy of the 
People I remembered that when I played it at first it was easy for me to assume 
the viewpoint of a man with pure intentions, who sought only for the good in the 
souU of others, who was hluid to all the e\\l feelings and passions of die little men 
who surrounded him The percepUons that I had put into the role of Stockman 
had been taken by me from living memories I had seen with my own eyes the 
destruction of one of my friends, an honest man whose inner conscience would 
not permit him to do what was demanded of him by the great of this world On 
the stage, during the playing of the role, these living memories used to guide 
me, and always and invariably awoke me to creative work 

But with the passing of time I had forgotten the living memories, I had even 
forgotten the feeling of truth which is the fundamental clement, the awakener, the 

Konstantin Stanislavsky The Beginnings of My System Aly L ft in Art translated by J J 
Robbins. New York Theatre Arts Books 1918 pp. 418-467 Copyright 1948 By permits on of 
Mrs. Elizabeth Reynolds Hapgood and Robert M MacGregor Tbcitrc Arts Books 

15 Sawa Timofej evicb Morozov, the Maecenas of the Art T1 cure. 

iay}, e hquidit^ui of an experimental laboratory in which Meyer! old worked to creste wnpre* 
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mover and the lever of the spiritual life of Stockman and the leitmotif of the 
entire play 

Sitting on a bench in Finland and examining my artistic past, I accidentally 
struck on the feelings of the Stockman long lost in my soul How was it that I could 
have lost them? How could I have gotten along without them? But how well 
I remembered every movement of every muscle, the mimetrcs of the face, legs, 
arms, body, and the slitting of die ejes that belonged to a shortsighted man 

During our last journey abroad, and in Moscow before that journey, I had 
mechanically repeated these fixed appurtenances of die role and the physical signs 
of absent emotion In some places 1 had tried to be as nervous as possible and 
even exalted, and for this purpose I had made quick, nervous movements In other 
places I had tried to look naive and in order to do so had achieved childlike and 
innocent c)es by technical means, in still other places I had exaggerated the manner 
of walking, the gestures typical to the role, and the outer results of an emotion 
that was long dormant. I copied naivete, but I was not naive, I moved my feet 
quickly, but I did not perceive any inner hurry that might cause short quick steps 
I had pla)ed more or less artfully, copying the outer appearances of experiencing 
my part and of inner action, but I had not experienced the part or any real necessity 
for action From performance to performance 1 had merely made a mechanical habit 
of going through all these technical gymnastics, and muscular memory, which 
is so strong among actors, had powerfully fixed my bad theatrical habit. 

In the same manner I examined other roles, trying to make head or tail of 
the living material from which they had been created in their time, that is, in 
my own memories of the experiences that had been the awakeners of creativcncss 
I examined in my memory all those places of the role and those moments of creative 
ness which had come to me with a great deal of pun, I recalled the words of 
Chekhov and Ncmirov ich Danchenko, the advice of stage directors and comrades, 
my own creative pains, and separate stages in the process of the birth and develop- 
ment of my roles I reread the notes in my artistic diary which rebuilt in my mind 
all that 1 had experienced during the process of crcauvcncss I compared all this 
to what remained in my sou], and I was amazed God, how my soul and my roles 
were disfigured by bad theatrical habits and tricks, by the desire to please the 
public, by incorrect methods of approach to crcauvcncss, day after day, at every 
repeated performance! 

What was I to do? How was I to save my roles from bad rebirths, from spir 
itual pctrificaUon, from the autocracy of evil habit and lack of truth 5 There was 
the necessity not only of a phjsical make up but of a spiritual make up before every 
performance Before creating it vv as necessary to know how to enter the temple ot 
that spiritual atmosphere in which alone it is possible to create 

With these thoughts and cares in my soul, 1 returned alter a summers rest to 
begin the season of 1906-1907 in Moscow 


Dunng one performance in which 1 was rcpcaung a role 1 had plajed many 
Umcs, suddenly, without any apparent cause, I perceived the inner meaning of the 
truth long known to me that crcauvcncss on the stage demands first of all a special 
condition, which, for want of a belter term, I wall call the cream e mood. Ot course 
I knew this before, but only intcllectuall) From that evening on this simple truth 
entered into all my bang, and I grew to perceive it not only with my soul, but 
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with my body also For an actor, to perceive is to feel For this reason I can say 
that it was on that e\enuig that I “first perceived a truth long known to me. 1 
understood that to the genius on the stage this condition almost always comes of 
itself, in all its fullness and richness Less talented people receive it less often, on 
Sundays only, so to say Those who are even less talented receive it even less often, 
every twelfth holiday, as it were Mediocrities are visited by it only on very rare 
occasions, on leap years, on the twenty ninth of February Nevertheless, all men ol 
the stage, from the genius to the mediocrity, are able to receive the creative mood, 
but it is not given them to control it with their own will They receive it together 
with inspiration m the form of a heavenly gift. 

Not pretending at all to be a god and to hand out heavenly gifts, I neverthe 
less put the following question to myself 

“Arc there no technical means for the creation of the creative mood, so that 
inspiration may appear oftener than is its wont?” This does not mean that I was 
going to create inspiration by artificial means That would be impossible What I 
wanted to learn was how to create a favorable condition for the appearance of in 
spiration by means of the will, that condition in the presence of which inspiration 
was most likely to descend into the actor’s soul As I learned afterward, this ere 
ativc mood is that spiritual and physical mood during which it is easiest for 
inspiration to be born 

4 Today I am in good spirits! Today I am at my bestl” or 4 1 am acting with 
pleasure! 1 am living my parti ’ means that the actor is accidentally in a a cause 
mood 

But how was one to make this condiuon no longer a matter of mere accident, 
to create it at the will and order of the actor? 

If it is impossible to own it at once, then one must put it together bit by 
bit, using various elements for its construcuon If it is necessary to develop each 
of the component elements in one’s self separately, systematically, by a series of 
certain exercises — let it be sol If the ability to receive the cream e mood in its full 
measure is given to the genius by nature, then perhaps ordinary people may retch 
a like state after a great deal of hard work with themselves, — not in its full measure, 
but at least in part Of course the ordinary, simply able man will never become 
a genius, but it will help him to approach and in time to become like a genius, 
of one school with the genius, the servant of the same art as the genius But how 
> vas one to reach the nature and the component dements of the creative mood ? 

The solution of this problem had become the “regular enthusiasm of Stanislav- 
sky," as my friends expressed themselves There was nothing that I left undone in 
order to solve the mystery. I watched myself closely, I looked into my soul, so 
to say, on the stage and off I watched other men and actors, when I rehearsed 
my new parts or their new parts with them I also watched them from the audi 
torium I performed all sorts of experiments with them and myself I tortured 
them, they grew angry and said that I had turned the rehearsals into an expert 
mental laboratory, and that actors were not guinea pigs to be used for expenmenta 
non And they were nght in their protests But the chief object of my researches 
remained the great actors, Russian, and foreign If they, oftener than others, almost 
always walked the stage in the midst of a creative mood, whom was I to study if 
not them? And that is what I did. And this is what I learned from what I saw 
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in Duse, Yermolova, Fedotova, Savina, Salvxni, Chaliapin, 17 Rossi, as well as in the 
actors of our Theatre when they appeared to best advantage in their roles, I felt 
the presence of something that was common to them all, something by which they 
reminded me of each other What was this quality, common to all great talents? 
It was easiest of all for me to notice this likeness in their physical freedom, in the 
lack of all strain Their bodies were at the beck and call of the inner demands 
of their wills 

The cream e mood on the stage is exceptionally pleasant, especially when it is 
compared with the state of strain to which the actor is subject when the creative 
mood is absent It can be compared to the feelings of a prisoner when the chains 
that had interfered with all his movements for years have at last been removed 
I luxuriated in this condition on the stage, sincerely believing that in it lay the 
whole secret, the whole soul of creatucness on the stage, that all the rest would come 
from this state and perception of physical freedom I was only made anxious by the 
fact that none of the actors who played with me, or the spectators who saw me play, 
nouced the change which I believed had taken place in me, leaving out of con 
sideration the few compliments I received about one or two poses, movements 
and gestures that I had stressed 

After the production of The Drama of Life I was free of new roles and the 
work of stage direction until the end of the season of 1906 1907 Playing my 
old parts, I continued by researches, my experiments, my public exercises and the 
study of the problems of the theory and the technique of our an The habit of 
free physical cream e mood on the stage grew stronger little by little, became 
dynamic, and gradually assumed the character of second nature 

And then, Itke Doctor Stockman, I made a new discovery " l began to under 
stand that I felt so pleasandy and comfortably on the stage because my public 
exercises centered my attention on the perceptions and states of my body, at the 
same time drawing my attention away from what was happening on the other 
side of the foodights, in die auditorium beyond the black and terrible hole of the 
proscenium arch In what I was doing I ceased to be afraid of the audience, and at 
times forgot that I was on the stage I noticed that it was especially at such times 
that my creative mood was most pleasant 

There was one fact that made me very happy At one of the performances 
given by a visiUng star in Moscow, I watched his acting very closely In my capacity 
of actor, I felt the presence of the cream e mood in his playing, the freedom of 
his muscles in conjunction with a great general concentration I felt dearly that 
his entire attention was on the stage and the stage alone, and this abstracted atten 
non forced me to be interested in his life on the stage, and draw ddscr to him in 
spirit m order to find out what it was that hdd his attention 

At that moment I understood that the more the actor wishes to amuse his 
audience, the more the audience will sit in comfort waning to be amused, and not 
even trying to play its part in the play on the stage before il But as soon as the 
actor stops being concerned with his audience, the latter begins to watch the actor 
It is especially so when the actor is occupied in something serious and interesting 
If nobody amuses the spectator there is nothing left for him to do in the thcauc 
but to seek himself for an object of attention. Where can that object be found ? On 

JT St*nuJ,T,k7- bel rred that Dialup a had attuned * perfection in eperat c d coon due waa 
rtctmtf for die actor 
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the stage, of course, in the actor himself The concentration of the creating actor 
calls out the concentration of the spectator and in this manner forces him to enter 
into what is passing on the stage, exciting lus attention, his imagination, his think 
ing processes and hts emotion That evening I discovered the greater value of con 
ccntration for the actor Besides, I noticed at that performance that the concentration 
of the actor reacts not only on his sight and hearing, but on all the rest of his 
senses It embraces his mind, his will, his emotions, his body, his memory and his 
imagination The entire physical and spiritual nature of the actor must be con 
centrated on what is going on m the soul of the person he plays I perceived that 
creativeness is first of all the complete concentration of the entire nature of the 
actor With this in mind, I began the systematic development of my attenuon 
with the help of exercises I invented for that purpose I hope to dedicate more than 
one chapter of my next book to these 

I looked at another great visiting star in his great roles He pronounced the 
introductory words of his parr But he did not strike directly on true emotion, 
and yielding to the mechanical habit of the theatre fell back on false pathos I 
looked at him carefully and saw that something was taking place in him And really, 
he resembled a singer who used a sounding fork to find the true note Now it 
seemed that he had found it No, it was a trifle too low He took a higher note. 
No, it WuS too high He took a note a little lower He recognized the true 
tone, came to understand it, to feel it placed it, directed it, believed in it, and 
began to enjoy the art of his own speech He believed I 

The actor must first of all believe in everything that takes place on the stage, 
and most of all he must believe in what he himself is doing And one can believe 
only m the truth Therefore it is necessary to feel this truth at all times, to know 
how to find it, and for tins it 1 $ inescapable to develop ones artistic sensitivity to 
truth It will be said, But what kind of truth can this be, when all on the stage 
is a lie, an uni „tion, scenery, cardboard, paint, make up, properties, wooden goblets, 
swords and spears Is all this truth ? But it is not of this truth I speak I speak 
of the truth of emotion*, of the truth of inner creative urges which strain forward 
to find expression, of the truth of the memories of bodily and physical perceptions 
I am not interested in a truth that is without myself, 1 am interested in the truth 
that is within myself, the truth of my relation to this or that event on the stage, 
to the properties, die scenery, die other actors who play parts in the drama with 
me, to their thoughts and emotions 
The actor says to himself 

All these properties, make ups, costumes, the scenery, the publicness of the 
performance, are lies I know they are lies, I know I do not need any of them But 
i) they were true, then I would do this and this, and I would behave in this manner 
and this way towards this and this event. 

I came to understand that creativeness begins from that moment when in die 
soul and imagination of the actor there appears the magical, creative if While 
only actual reality exists, only practical truth which a man naturally cannot but 
believe, creativeness has not yet begun Then the creative // appears, that is, the 
imagined truth which the actor can believe as sincerely and with greater enthusiasm 
than he believes practical truth, just as the child believes in the existence of its doll 
and of all life in it and around it From the moment of the appearance of if the 
actor passes from the plane of actual reality into the plane of another life, created 
and imagined by himself Believing in this hie, the actor can begin to create 
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house and then raised the wall to reveal the inside of the rooms This was forty 
two years before that “innovation” in O Neill's Desire Under the Elms 

The talents of the two creative personalities — Danchenko and Stanislavsky- 
supplemented each other to form a perfect division of labor With the exception 
of the book My Life m the Russian Theatre, Danchenkos contribution is little 
known abroad Yet the Art Theatre was never a “one man theatre”, it would not 
have survived as a living theatre without this principle of artistic collaboration As 
the record of the famous founding conversation puts it “The literary veto belongs 
to Nemirovich Danchenko the artistic veto to Stanislavsky.” Nemirovich Danchenko 
brought to the Moscow Art Theatre an extensive background of world drama It 
Was he who urged the reluctant actors of the Art Theatre to undertake Chekhov’s 
The Sea Gull which made both the playwright and the theatre famous “He could 
talk of a play so well,” Stanislavsky says, “that one had to like it before he was 
through ” Nemirovich suggested the title Lower Depths to Gorky who wrote him 
"I am indebted for half the success of this play to your mind and art. 1 

During the experimental period in the theatre following the Revolution, Dan 
chenko innovated new methods of acting in opera His Musical Studio, founded 
m 1920, inaugurated the idea of the “singing actor ” After the death of Stanis 
lavsky in 1938, Danchenko earned on the tradition of the Moscow Art Theatre 
As late as 1941, he produced and directed a new version of The Three Sisters 
Danchenko died at the age of eighty five, after devoting almost a century to ad 
vancing the art of the theatre. 

In his book My Life in the Russian Theatre he sets forth briefly his concepts 
of the ideal relationship between the author, director, and actor, and asks of the 
actor “that he should not act anything, decidedly not a thing, neither feelings, 
nor moods, nor situations, nor words, nor styles, nor images All this should come 
of itself from the individuality of the actor, an individuality liberated from stere 
otyped forms . . He further maintains that “in the end, when you watch a per- 
formance you must forget not only the regisseur, you must forget even the author, 
you must yield wholly to the actor. He can gratify you, or distress you The actor 
speaks, and not the author, and not the regisseur Both one and the other have 
died in him, even as have died and become resurrected the innumerable observations 
and impressions experienced by him in the course of his whole life, from childhood 
to this very evening All this, as though long since passed away, is resurrected under 
the pressure of that force which is embodied in a theatrical performance.” 

The observations which follow were dictated by Danchenko toward the close 
of his career and are being made available in English for the first time. 


Simplicity in Acting 

It seems that simplicity is but a partial aspect of the actor’s technique. As a 
matter of fact, if this subject were considered as carefully as it should be, abso- 


Vladumr I Nemirovich Danchenko * Simplicity in Acting, m The Moscow Art Theatre Tear 
book for 1544 {Ezhegodnik MKHAT 1944) Moscow Museum of Moscow Art Theatre, 19*6, pp. 
19 24 By permission of Helen Black 

Dictated to a stenographer by V I Nemirovich Danchenko (but not edited by him) August 
14, 1J and 16, 1940 V I Nemirovich Danchenko called what he had dictated ‘For Myself, 
Various Thoughts 
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luldy all aspects of the actors art would be encompassed. There is sjuphaty and 
simplicity. There is the simplicity which passes over into crude sunphatv , a sim 
pliaty which it is said is worse than theft, there is the simplicity oi actors, who, 
from o„r point ot view, are rua-of-thc mill (b„r who, it we were to tell them thev 
were not simple, would be amazed, vrould not understand, and wo«!d take it as 
carping criticism), there is simplicity which holds bsvk £L,ht at tancy There is 
the simplicity of the theatre, uc. a communicative, infections simplicity, and there is 
simplicity which despre all the nobleness ot purpose is tedmus, too private, there 
is the simplicity, winch the actor has attained through fine tcchrucal and mutative 
work, there is the simplicity attained by means of compheated, deep, inner exam 
mation, searchings, preparation, by work on one’s stage qualities, bv scrupulouslv 
cleansing ones methods oi any artihculity Final} v , there is the simplicity in which, 
from the moment the actor appears on the stage it seems be has never been ex 
posed to temptation, as if he had been born cspea-ily tor the boards — belonged 
naturally to the stage. 

Aspirations toward simplicity, I think, were engendered in the theatre from 
the earliest beginnings of the actors art, and immediately entered in o battle with 
the art of performance. Somehow from the very beginning, the actor, desirous ot 
winning attention, sympathy, applause, handclapping, “bravos" from the public, 
has sought wavs to this end through theatrical means. Enveloped in exalted fanev 
and in themes on the grand scale — no matter whether they arc tragic or comic, 
creating a play of the passions, of human feelings — in an arena before an audience, 
the actor involuntarily is earned away by methods divorced from the simple feel* 
mgs and everyday experiences of life. And at this very moment, or on the next 
day following the intoxication of success, his sense ot truth somehow forces him 
to catch hims elf up and to try either to overcome this breaking away from lite 
or to fill in this gap with simple, living content. 

When you think of the actors of the earliest periods of the art of the theatre — 
no matter whether they played the tragedies of Eunpides and Yeschylus, or the 
comedies of Plautus and Aristophanes, or, later, ot the commedu delT -iric, of 
Goldoni or of Moll ere, or of Shakespeare and so on, betorc our times — you observe 
mentally, these parallel paths of the aspirations of actors in all epochs and in all 
periods of the development of the theatre. These paths sometimes diverge sharply 
The tragedian is contemptuous ot the mode and manner of lite, of the petty, from 
his point of view, everyday subjects ot the theatre. The comedian, on the other 
hand, cannot, and docs not want to nse above this life, but, on the contrary, digs 
into it assiduously Both seemingly follow sharply mimical lines of art. Sull the 
comedian is right to ridicule the tragedian if, in pomposity and in stiltedness, he 
loses that most wondcrtul, most important aroma of the living spirit, which some 
how constitutes the very kernel of the actors art. And the tragedian, at some time, 
in the more sober moments of his feelings concerning the theatre, must admtt 
that the comedian is often righu At the same time the tragedian is nght when 
the comedian limits himself to petty, amusing peculiarities ot life, dulling his im 
agination and his human dignity, and repudiating his lofty mission of elevating the 
feelings of the spectator The comedian may respond to this task with such m 
spired, deeply penetrating insight into the comical sides of human existence that 
he finds within himself the theatrical means of intccung a large public with the 
same perception In this role he becomes great and equal to the tragedian These 
arc the two parallel paths which at times converge and at other tunes diverge. The 
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merging ot these two paths into a deep synthesis constitutes an ideal, and perhaps 
hundreds of years ago m the times of Shakespeare, or even earlier — constituted the 
truest quest of genuine art 

A persistent quest for simplicity which does not burden the actor s imagination 
with trivia, but preserves the features and forms of the living man, helps the actor 
elevate his imagination, and in this way lifts the imagination of the spectator to 
highly generalized images, to all that is called poetry 1 hat is why I say that in 
the discussion of the subject of simplicity m acting, all fields of the actor s art will 
be encompassed 

It seems to me at this moment that it is necessary to speak of all the elements 
of the creative power of the actor, to speak of each separately, basing myself on my 
practical experience, on my sense of what the actors art is, and, in particular, on 
my acquaintance with scores of acting personalities The summation of all these 
fragments, opinions, does not yet constitute a science, of course The science will 
come from the working-out of the question how and not what in training the 
young actor I shall attempt to sift out these elements (At present this will be dic- 
tated in total discorder, lacking a system, without any manner of tendentious 
sequence.) 

1 Experience As soon as we begin to talk in this area, we very quickly ob- 
serve that even the word itself docs not express all its connotations The actor of 
experience [one who lives the role] and the actor of performance [one who 
presents role] do not seem to be antipodes, 1 c opposites, to such a degree as was 
supposed when Stanislavsky first began to direct his pedagogical theoretical thoughts 
into a clear, definite channel The fact that we often see an actor of performance 
going through a realistic experience or an actor of experience skillfully and ably 
performing, leads us surely to the conclusion that something else should be sub- 
stituted for the definition of experience 

2 Naturalness This somehow is identified with simplicity — and with sin 
centy It is here that the controversies will begin 

What is theatrical truth? Where arc the points of organic identity between 
the natural feelings of the actor and the theatrical? There can be no toti identity 
The actor and the actress exalt m the experience of deep suffering on the stage, some 
thing we cannot say of man when he is suffering there is no element of joy there. 
Here you have the very root, the kernel of the difference between the truth of the 
theatre and the truth of life, of nature 

3 Infcctiousness What is this? In essence, infectiousness is talent. One acting 
personality possesses the infcctiousness, let us say, of tragic experience, another 
of comic experience One actor will hardly have sent out his thoughts to those 
nerves which participate in a given area of experience, and will forthwith infect 
the audience An actors voice will barely have quivered, he will just have raised 
his finger to his eye, seemingly to wipe away a tear, — and the audience is ready 
to weep Another personality, more usually a woman, bursts into the most genu 
me tears on the stage, and the audience sits cold, dry-eyed One actor will just have 
uttered half a phrase of comical content, perhaps even, will merely have cast a 
glance, before uttering this phrase, and the whole hall is smding And another will 
try to make one laugh with all his power — and he will not succeed About what 
psychological factors are we talking here? It is here that we can see who has 
talent — dramatic, lyric, comic. 

Here it is that a great, important, awesome question arises for the actors 
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When he was ahve Jus fame was great and Jt resounds after his death Almost his 
entire career passed before my eyes But his whole reputation hung on those four 
or five roles he had created He played some three to four hundred roles in all 
Of them, he created these five Well, he played some fifty roles well, the rest he 
played badly (to put it boldly) Nevertheless, he is renowned, and he did con 
tribute something to the history of Russian art And here is an actor who, too 
has played some four hundred roles, perhaps 500 600 roles, and all well, some roles 
even very well But he did not create even one role And his fame will die with him 
The road to the creation of a role is an extraordinarily deep one And of course, 
the whole significance of Stanislavsky s work comes down to the fact that he ac 
knowledged only those roles on the stage which had been created (I am speak 
ing of the second the most important, half of his pedagogical activity, and not 
of his first — his work as a director ) 

When I look closely into the elements of an actor s genius, they fall into three 
large divisions m my mind 

The first is the personality of the actor, his individual qualities, his charm, 
his fancy, his faculty to inspire the infectiousness of his temperament- All of these 
amount to one thing — the actor s personality 

The second is naturalness, sincerity of experience 
And the third is technique, proficiency 

Both the elements of the second and the third divisions can be taught An 
actor can be trained from youth in naturalness, m great simplicity and to be sincere 
on the stage, taste can be implanted, his practical work can be guided correctly, 
he can be prompted in technical methods that are not run-of the mill, the acquisition 
of proficiency can be accelerated But just as you cannot endow an actor with ex 
ternal characteristics, so you cannot implant charm into his personality You can 
struggle with individual shortcomings, with personal peculiarities, you can help 
in the development of existing qualities, you can develop a talent for fantasy, you 
can give training in taste, you can teach manner To a certain extent we can count 
on the power of Moses rod, i e on the getting of water from a stone But this will 
be pure chance, the results will be of only seeming quality and not stable or true 
The Briusov quotation I cued, is concerned, I think, less with the faculty to 
create than with the charm which comes naturally, just as does personal beauty 
or a beautiful voice But these are qualities of an actors personality and of his 
individuality which, it seems to me, are not attainable through work, technique, the 
development of taste, etc This is a tremendous question for the actor s school 

A long time ago in the Art Theatre, they began to speak of the fact that you 
could make an actor out of anjonc I will not err if I say that this was all the 
easier at the time of the establishment of the First Studio since the Studio was always 
supposed to be in small quarters where the voices of the actors, their art of mimicry, 
their gait, their figures did not play as decisive a role as they do on a large stage. 
And what took place in the whole series of studios which were subsequently estab- 
lished only confirmed this Such a problem seemed to be posed is it easy to 
recognize whether a given actor has authentic, profound stage talents? Practice 
has shown that we can err in one or the other direction not only during the early 
tests, not only even during the first year, but even after two or three years The 
student who seemed to have no talent for the stage, later turned out to be truly talented, 
except that chance, the situation, the atmosphere during these early years had not 
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offered the opportunities of revealing this talent. And contrariwise, a student with 
all the wherewithal for stage presence has later proved a dud 

Everyone is acquainted with the case of Knipper, for example, who was not 
admitted to take the examinations for the Imperial Theatrical School, and I 
myself for the first half year considered that Moskvin had little ability Upon pass 
ing over into his second half year I even warned him it was hardly likely he would 
be any good for the theatre And only after I had run across him in some entirely 
minor role while he was in his first year class, did I say Ah! No, it seems you re 
a talented young man 

Translated from the Russian by Bernard L Kotcn 

VSEVOLOD MEYERHOLD 

(1873 - ) 

While Stanislavsky sought to perfect stage illusion representative of life, so 
Vsevolod Meyerhold promulgated a theatrical theatre Meyerhold s revolt against 
realistic stage representation opened the revolutionary period of bold and interesting 
theatrical experiments Meyerhold sought to synthesize theatrical conventions which 
would condition an emotional reflex in the spectator He believed that reality 
should be created in the minds of the spectator rather than on the stage, and based 
his work on Pavlov s Theory o{ Association 

In his early experimental days Meyerhold directed plays of the symbolists 
Maeterlinck, Alexander Blok, and Leonid Andreyev at the theatre of one of the 
most celebrated Russian actresses, Vera Komisarjcvskaya (1864 1910), whose brother 
Theodore replaced Meyerhold as director Meyerhold spent four years as an actor 
with the Moscow Art Theatre In 1908 he became stage-director of the two St 
Petersburg Imperial Theatres In 1910 he staged his sensational production of 
Mol lire s Don Juan After the Revolution Meyerhold came to the forefront with 
startling staging which dispensed with the curtain, extended the stage into the 
illuminated auditorium, and employed bare constructivist settings He was extremely 
eclectic in his methods, borrowing heavily from primitive and Oriental practice 
Frcqucndy he rewrote or rc-orgamzcd classic plays to fit the mood of his own 
theatrical motif 

In the preparation of each theatrical jeu Meyerhold reigned supreme, enact 
mg all the roles by creating every gesture, every movement, every nuance of delivery 
for his actors The technique of bio-mechanics, so closely identified with the 
name of Meyerhold is described by the British observer Andre VanGyscghcm 
in these words Bio-mechanics arc the mechanics of life, and the training of an 
actor must proceed according to the natural laws of movements The whole 
technique of bio-mechanics lies in the careful study of the lime of preparation 
for a certain action of the emotional and physical state of the moment of action 
itself and the resulting anti-climax of reaction On tins Meyerhold has said that 
an actor should be trained, and on the conscious use of these three states or con 
ditioiu he builds up his whole production Bio-mechanics teaches the actor to 
use the space about him on the stage three-dimcnsionally Through exercises 
he vs taught to achieve the fctluig of the place of the actor in space, umc and rhythm 
But more important still, he is taught how to coordinate his own body with other 
people on the stage, with the properties he handles and die scenery he is acting 
against so that he becomes a plastic part of a harmonious whole” 

[441] 



ACTORS ON ACTING 


Within this concept die player who is most malleable and can be molded by 
the director as a sculptor models clay becomes the best actor It is significant that 
no individual actor of note was identified with Meyerhold, with the possible excep- 
tion of Igor Ilinsky 

The amazing control of his medium exercised by Meycrhold is rescaled in 
the verbatim transcript of a portion of the regisseurs work with his actors in The 
Inspector General 


A Rehearsal of The Inspector General 

Meyerhold (to the actor playing the part of the Mayor) The whole entrance 
is effected before you come to the lines Once we have agreed to carry the role 
Uirough at a certain tempo, it is up to me, as a technical expert, to do what I can to 
lighten the work of the actor and to think of putting him in circumstances that 
will be easy for him The actor must be freed from everything that creates weight 
on him Forget about talking like an old man Let the make up show a man of 
fifty, but in speech, be young We shall discuss the reason for this too It seems to 
me that among this museum piece collection of idiots — even the superintendent 
of schools is an idiot, and Luke Lukich, and the judge are idiots, the postmaster 
is an idiot— among all these completely stick in the mud and the-devil knows what 
kind of creatures, the Mayor stands out in relief He is more clever and more in 
tdligent and is a man with a certain polish It is possible that this Mayor was 
yesterday in some other town Not m the capital, of course, but if this is a district 
town, he was in the chief city of a province He has come here after having been 
elsewhere. All the directions indicate that he is head and shoulders above all 
the others In the Mayor you sec traces of some sort of external polish, it would 
be difficult to call it education You see it in what he says about teachers, in that 
he knows something about history, and in his orders — to put up a monument of 
some sort — in all this there is a quasi-culture, of course, what kind of culture! 
But when he talks, he controls his tongue, he knows how to form phrases a great 
deal better than Bobchinsky or Dobchinsky Their brains work hard but he has a 
kind of adaptability which makes it possible for him to find his way around as soon 
as he is on good terms with people He is an orator, sut generis, he can recite a 
monologue. It is necessary to give him a youthful aspect To have a character 
isUc mode of speech would not be of advantage, it would be difficult It would 
be better to forget it. It would be better for him to have a mobde diction Why is it 
that up to now he has always been played by old actors with great ponderous ness 5 
Maksheycv, for instance, and Vladimir Nikolayevich Davidov played him when 
they were getung on in years, and when younger actors took the role they played 
under Davidov and imitated him I dont know how Vladimir Nikolayevich played 
the Mayor when he was young, when he was still at the Korsh in Moscow, but 
it is possible, according to tradition, that even he played him as an old man That 
is why all these gestures and intonations have accumulated and waxed strong, 
because they were used by people who played according to the example of older 
men with big names 

>>orm Houghton Moicow Rtheerteht An Account of MtlboJi of Production in tbt Sovut 
That rt New York Harcourr Brace and Company, 19H, pp. 276 27? Copyright 19)6 By P* 1 
mimon of Harcourt Brace & Co. 
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Inasmuch as you arc young — because you must be twenty, or at least fifteen 
years younger than I am— forget all about talking like an old man. Fire away 
with completely free, clear-cut diction. Don’t try any groans for the present, not until 
later when we have straightened out things a bit. Perhaps we shall give you, 
even during rehearsals, a big easy chair — to sit in, to think, to get ready, to begin 
Until he puts on his uniform the Mayor is always in his dressing gown. Perhaps 
he takes a nap after midday dinner, then he receives the letter before he has gotten 
up and gives orders to send for all the heads of departments, and then is taken ill 
himself. Give him that easy chair out of The Forest. Let him sit there, like an 
invalid. Give him a glass of boiled water. . . . 

Meyerhold (to Hibner). This is what the doctor has to do (Is that dean 
water? Answer. Yes.) Interfere with him; give him some water from time to 
time in a teaspoon You bother him, but he is obliged to take it. He takes it, some 
times he pushes it aside, sometimes he drinks it, then he takes the glass in his 
hands and takes several swallows, finds it is something one can drink by the 
tumblerful. You should say your lines in German so that your lines will get mixed 
up with his. This will help him slightly to get rid of his difficulty. You will set 
the pace. This will be the first obstacle, and you will help him to increase the pace 
In direct proportion to the obstacles will arise the desire and the necessity to get 
tid of them. You can even speak loudly, never mind it the public hears. Keep 
talking constantly. He’s a kind of perpetuum mobile . . . 

All in the foreground — over there. All are seated The Mayor comes in. But 
we shall begin quietly, after he has settled himself in his easy chair. He groans 
You (Hibner) get ready his glass of medicine and all sorts of things. As soon as 
he has spoken a few lines, begin to make him drink. When they all say, “What, 
an Inspector General?” they must do it all alike. Some must stagger the syllables — 
Inspector. There should be a variety of logical accents, and also some should 
pronounce it briefly while others drawl it out. 

Well, for Gods sake!” etc., very quick. The reaction must be quick and they 
do not S3y this in character. The public won’t know an) how who is saying what. 
They all sit in a crowd on the sofa, perhaps ten of them. You must sott pedal 
characteristics. 


EUGENE VAKHTANGOV 

(1883-1922) 

Vakhtangov is considered by many to have been Stanislavsky’s most gifted 
pupil and disciple. Active in the First Studio of the Moscow Art Theatre with 
Sulerzhitsky and Michael Chekhov, nephew of the playwright, Vakhtangov later 
founded the Third Studio, which today bears his name. American playgoers have 
had an opportunity to judge the scope of Vakhtangov's theatrical genius. The 
Habimah .theatres production of The Dybbu\, shown during the tours of the 
Hebrew language troupe in 1926, and again in 1948, is substantially unchanged 
since it was first mounted for the company by Vakhtangov in Moscow. 

Vakhtangov’s stage concepts bridge the conflict between the extremes of the- 
atricality and the theatre of * inner feeling.” In 1918 he wrote. "Meyerhold calls a 
performance ‘good theatre’ when the spectator docs not forget for a moment that 
be is in the theatre. Stanislavsky on die contrary, wants the spectator to forget that 
he is m the theatre. We all know that Chekhov’s plays cannot be staged suooess- 
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fully without chirping crickets, orchestra music, street alarms, the cry of peddlers, 
the chimes of a clock All these are theatrical means 

R Ben Ari, a former member of the Habimah Theatre, analyzing the differences 
between Stanislavsky and Vakhtangov writes that Stanislavsky s slogan of com 
plete physical and spiritual submergence of the actor was no longer the question, 
now the actor must lead a two fold life on the stage It should appear as if the 
actor were saying to the spectator Now 1 am crying but I, the actor, know 
about it Look, I m wiping my tears, and look I m not only wiping my tears, but 
notice how I m doing it The emphasis was placed not on what but on how 
The actor, according to Vakhtangov, has to become integrated with his mterpre 
ration and social approach One must not only strive to play well, to excel, but 
also to feel ones attitude to the character and to history as a whole No role may 
be played without a personal approach No production may be staged without 
the personal approach of the director In this manner Vakhtangov created a the 
atrical form The basis of Vakhtangov s interpretation and approach to this or that 
play was the modern approach Any production could be transformed into a modem 
production, including all of its social, economic and political problems Vakhtangov 
retained the basic principles of Stanislavsky in spite of the fact that he went his 
own way in particular phases of interpretation 

Vakhtangov died in 1922 but his influence on Soviet theatre practice is per 
haps second only to that of Stanislavsky His approach to the problem of combining 
the realistic style with theatrical symbolism is continued by B E Zakhava and 
I Rapoport at the Vakhtangov Theatre today Typical of the forceful productions 
of the Vakhtangov Theatre are the following Maxim Gorky s Yegor Bulychev 
(1932), Lev Slavins Intervention (1933), and Nikolai Pogodins Aristocrats In 
estimating the stature of Vakhtangov John Gassncr wrote Vakhtangov has re 
maincd a living memory and an invaluable example to Soviet directors His prac- 
tice of controlled spontaneity, decorativeness, and illuminating fantasy was not 
only theatrically beautiful but notably interpretive and creative, his production of 
Princess Turandot was acclaimed as one of the loveliest creations of the twentieth 
century stage 

The notes which follow arc from the diary of Vakhtangov and were originally 
translated for the use of the Group Theatre in its acting classes 


The School of Intimate Experience 

The Stanislavsky Method aims to develop in the student those abihucs and 
qualities which give him the opportunity to free his creative individuality — an in 
dividuality imprisoned by prejudices and stereotyped patterns The liberation and 
disclosing of die individuality, this must become the principle aim of a theatrical 
school A theatrical school must dear the way for the creative potentialities of the 
student — but he must move and proceed along this road by himself, he cannot be 
taught The school must remove all the conventional rubbish which prevents the 
spontaneous manifestation of the students deeply hidden potcntiahucs 

Eugene Vakhtangov Frepar ag for the Role rtoro the D ary of E. VakhtanR®* 

A IltnJl>ook of the StenuUitky Method compiled by Toby Qsle. New Yorks Eear Publisher*, 
1>47 pp IU11) Copyright 19*7 By pernuss on of Lear Publisher*. 
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Stanislavsky showed the actor how to achie\e a cream e state, to establish the 
conditions in which a genuine creation upon the stage becomes possible 

If all the conditions of the cream e state are established, but the pupil still 
shows himself incapable of genuine cream e work, if no mo\ement takes place even 
after the way has been cleared for his cream e potentialities — then it is not the fault 
of the school, but of nature which has deprived the student of the one thing that 
might have given him the opportunity of expressing himself upon the stage — • 
scenic talent 

If the school attempts a different task, if it does not bring out within the pupd 
the singular qualities which predetermine the possibility of cream e work, but at 
tempts to teach him creauvcncss itself, then it may ruin a scenic talent given by 
nature Instead of freeing the pupil from prejudices and stereotypes, it will impose 
upon him a set of new prejudices, characteristic of a giv en school 

It is impossible to teach anybody how to create because the creative process is 
a subconscious one, while all teaching is a form of conscious activity which can 
only prepare the actor for creative work 

Consciousness never creates what the subconscious does, for the subconscious 
has an independent faculty for gathering material without the knowledge of the 
consciousness 

In this sense each rehearsal of a play is most effective when it serves to evoke 
the material for the following rehearsal The creative work of refashioning the 
newly perceived material takes place in the intervals between rehearsals Out of 
nothing, nothing can be created That is why a role cannot be performed by in 
spiration only. Inspiration is the moment when the subconscious, without the par 
ticipauon of the conscious, gives form to all the impressions, experience, and work 
preceding it The ardor accompanying this moment is a natural state Whatever is 
invented consciously does not bear this characteristic. Whatever is created subcon- 
sciously is accompanied by a discharge of energy which has an infecting quality 
This ability, the subconscious carrying away of the subconscious of the spectator, 
is a characteristic of talent Whoever perceives subconsciously and subconsciously 
expresses it — that one is a genius 

Critics of Stanislavsky's doctrine often overlook the statement which takes 
first place in the system and methods of Stanislavsky that the actor should not he 
concerned about his feeling during a play, it will come of itself They label as 
auto-suggestion and narcotic self intoxication the help which Stanislavsky gives to 
his students in recalling their intimate experiences But Stanislavsky maintained 
the opposite don't try to experience, dont make feelings to order, forget about 
them altogether. In life our feelings come to us by themselves against our will 
Our willing gives birth to action directed towards the gratification of desire. If we 
succeed in gratifying it, a positive feeling is born spontaneously If an obstacle stands 
m the way of gratifying it, a negative feeling is born — “suffering” An action di 
rected towards the gratification of will is continuously accompanied by a senes of 
spontaneous feelings, the content of which is the anticipation of the coming grau 
fication or the fear of failure. 

Thus, every feeling is a gratified or a non gratified will At first, a desire arises 
that becomes the will, then begins to act consciously aiming towards its grati 
fication Only then, altogether spontaneously, and sometimes against our will, does 
the feeling come Thus, feeling is a product of will and the conscious (and some- 
times subconscious) actions directed towards its gratification 
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Therefore die actor, Stanislavsky taught, must think first of all about what 
he wants to obtain at a particular moment and what he is to do, but not about 
what he is going to feel. The emotion, as well as the means of its expression, is 
being generated subconsciously, spontaneously, in the process of executing actions 
directed towards the gratification of a desire. The actor must, therefore, come on the 
stage not m order to feel or experience emotions, but in order to act “Don’t wait 
for emotions — act immediately," Stanislavsky said. An actor must not simply stand 
upon the stage, but act Every action differs from feeling by the presence of the 
will element To persuade, to comfort, to ask, to reproach, to forgive, to wait, 
to chase away — these are verbs expressing mil action These verbs denote the task 
which the actor places before himself when working upon a character, while the 
verbs to become irritated, to pity, to weep, to laugh, to be impatient, to hate, to 
love — express feeling, and therefore cannot and must not figure as a task m the 
analysis of a role Feelings denoted by these verbs must be born spontaneously 
and subconsciously as a result of the actions executed by the first series of verbs 

Desire is the motive for action Therefore the fundamental thing which an 
actor must learn is to wish, to wish by order, to wish whatever is given to the 
character An actor who is a mere journeyman does the opposite of what nature 
demands from him and what the school of Stanislavsky teaches He grasps with 
bare hands at feelings and tries to give a definite form to their expression He 
always begins from the end, that is, from the final ends of his part, Stanislavsky 
used to say. 

In life a man who weeps is concerned about restraining his tears — but the 
actor journeyman docs just the opposite. Having read the remark of the author 
(He weeps), he tries with all his might to squeeze out tears, and since nothing 
comes of it, he is forced to grasp at the straw of the stereotyped theatrical cry. The 
same is true of laughter Who does not know the unpleasant, counterfeit laughter 
of an actor? The same takes place with the expression of other feelings 

Thus we may say that Stanislavsky did not invent anything He teaches us 
to follow the road pointed out by nature itself. 

NIKOLAI P. KHMELYOV 

(1901-1945) 

A splendid product of the intensive training of the Moscow Art Theatre, 
Nikolai Pavlovich Khmcly ov in the short span of his career played an amazing 
variety and range of roles. He created a famous group of charactcrizauons as dis- 
similar as that of Fire m Maeterlinck's The Blue Bird (1923), the Ilolshevik Pck 
Icvanov in The Armored Train by Vsevolod Ivanov (1927), Firs, the ancient 
servant in Chekhovs The Cherry Orchard (1932), and Karenin in the stage adapt* 
tion of Tolstoys Anna Karenina (1936). After die death of Ncmirovich Dan- 
chenko in 1943, Khmclyov was appointed the Artistic Director of the Moscow 
Art Theatre, a post which he held until his own untimely death two years later. 

Lion l'cuchtvv anger, who saw Khmelyov s performance in the title role of 
Alexei Tolstoy’s Tsar byodor loannotich in D37, said ‘ What was there about 
Khmelyov’s acting that moved me so much* His voice? His gestures? The raises 
en scene? No, not only this, or rather, all three of them. '1 he main feature of 
Khmelyov’s talent is Uut lie lives on die sta 0 c. .. Naturalism and sentimentality 
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Karenin “dug into his soul,” trying to find “something that lay unnoticed” 
He expressed a semblance of human feelings in a few, typical, “society” gestures 
of a “human doll.” I tried to economize every gesture, I observed life and people, 
trying to find elements necessary for Karenin. Karenin expressed his emotions with 
a dry gesture which at first seemed without significance, and during rehearsals it 
gradually became my habit to rub my forehead and eyelids with my fingers 

I brought this gesture over to the stage, at the moment when my Karenin 
thinks of what has happened, he automatically rubs his forehead as though he were 
trying to chase away the ever disturbing thoughts of his wife’s behavior — behavior 
which from his standpoint was utterly incredible and which interfered with the 
order of his life, established once and for aiL 

A storm sweeps his devastated soul, a storm of emotions and passions peculiar 
only to him This storm shakes the enure being of the “wicked automaton ” He 
is tired. But no one must see what goes on within Therefore, according to Karenin i 
“logic,” he must shake off the thought of his wife that he may keep his mask of 
a society man . . . 

. . We gave the first performance of the play before a highly critical audience. 
All of us were very excited But beginning with the first act, the excitement grew 
into enthusiasm and we felt the warmth of the audience reaching out to us 

* » # # 

The Method of Contrast in the Work of Khmelyov 

by Lev Evcemev 

There are actors and actresses in the Moscow Art Theatre whose very make up 
both psychological and physical — is such as to suggest the choice of roles for them, 
and their interpretation and presentation on the stage. . . . 

If, however, we try to build up a picture of Khmelyov’s stage personality from 
the roles he has played, we find the result extremely strange, and, at first glance, 
incomprehensible. ... 

Even if we put aside the quesuon of the roles m which he appeared merely 
as an understudy and which mark no highlights in his career, vve are sull struck 
by the amazing variety and dissimilarity of the dramatic material upon which he 
worked independently as a mature actor. . . . 

Can we find any psj chological traits common to all these creauons of 
Khmelyov’s imagination and skill ? 

Let us recall some of the finest bits from his best roles. 

Alexei Alexandrovich Karenin (Anna Karenina, adapted from the novel by 
Leo Tolstoy). The external appearance of this character is described by Tolstoy 
with such devastating irony that it would seem there was nothing left for the 
actor but to carry out the author’s remarks to the letter. Tolstoy, who loved life, who 
rqoiced in Anna Karenina’s ejes and her way of carrying herself, and in Steva 
Oblonsky’s smile, described Alexei Karenin with a certain brutal precision, as 
though he had long and intently scrutinized this intolerable, stony hearted, boring, 
malevolent man who had been as much of a plague to him as to Anna Karenina. 

Lev Evgepicv "Nikolai Pavlovich Khmelyov, 1S01 1S45 *' Moscow Vohi Bulletin of the 
USSR Society for Cultural Relations with Foreign Countries, Numbera 11-12, November-Deccm- 
ber, I94J, pp JJ-44 passim. 
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He looks upon this man with the thick lobed cars, upon this intolerable moralist 
who feels that he is the master of life, with the eyes of Anna Karenina, with the 
eyes of a woman. "A maIe\olent machine” is his exhaustive description of him. 

Khmelyov, however, only begins where this description leaves off. For the 
actor who works on this role it forms the “point of departure” but not the recipe 
or formula which exhausts all the possibilities of the character. Khmelyov had a 
good understanding of Tolstoy’s bold and profound concept. 

Here is what he himself related about his conception of Karenin’s character: 
“...He is a machine, but he lives his own peculiar life in Tolstoy’s immortal 
work.... From the standpoint of the canons of his kind he is clever and honest 
and noble minded. His desolate soul is swept by a whirlwind of emotions and 
passions intrinsic only to himself, which shake the very essence of this ‘malevolent 
automaton’.’’ Not as a “malevolent machine” but as a man who has become such, 
a man with a heart, nerves, brain, a man doomed to the cruel suffering that hts 
cleverly devised armor could not protect him from — that is how Khmelyov, in 
full conformity with Tolstoy’s concept, portrays Karenin. 

Ihe audience has just seen Karenin in Betsy Tverskaya’s drawing room, where 
he paced die room with measured, mechanical steps, preached to everyone in his 
insufferably tutorial tone, employing the suave voice of the self satisfied, successful 
official who has the right to set himself up as a judge. He lives comfortably within 
lus shell, talks in standard, true phrases, measures the room with his precise steps. 
At the scene of the races the audience sees an altogether different Karenin, al- 
though this “other” can be glimpsed as yet only in die barely perceptible break in 
lus voice, in the exaggerated precision of his diction, in his ughdy compressed lips, 
in the shaking of his head. Anna confesses her love for Vronsky to Karenin. 
Khmelyov is extremely restrained, there is no affectation whatever in hts acting, 
yet he succeeds in showing even so early that under the hard crust, Karenin s heart 
has felt a twinge, that now Karenin is employing mechanical words, gestures and 
intonations as armor to protect himself from the blows that life deals him. Such is 
Khmelyov’s interpretation of the subtext of the extremely restrained dialogue m 
this scene, in which Karenin seems to be as self confident, as convinced of the 
wisdom and fitness of his words as ever. He dictates his conditions to Anna, he 
strives to preserve his dignity anik self possession, taking care to conceal his own 
pain and anguish, and trying to give vent to lus contemptuous consternation and 
indignation at Anna’s behavior. 

But life mercilessly inflicts one new blow after another upon Karenin. There 
is nowhere for him to hide, his armor cannot protect him, because it is life itself, 
and not Anna Karenina, that is punishing this stolid, self satisfied olfictal However, 
he sull stands firm on his feet. He delivers one lecture after another to Anna, he 
tries to play first on her feelings as a mother, then on the moral standards lubitual to 
her as a woman of society, and at last, on her feeling of pity for him, Karenin. 

All these attempts arc fruitless That is how Khmelyov brings Ins role up 
to its culminating point — to the “reconciliation scene.” This is the most profound 
and most ‘Khmelyov un’ spot in the whole production. 

...Karenins legs give way under him He gets down to his knees before 
Anna's bed. 

Tins, of course, is an exceedingly difficult scene for an actor to perform. 
It is probably the most paradoxical situation in the unolc play, and many ct the 
directors who produced Jnr.j Kjrcninj in the provinces debated whether »t might 

[-H9] 



JCTORS ON ACTING 


not be best for them to omit this scene entirely It is, of course, impossible to cross 
it out, it must be correctly interpreted 

Tolstoy explained Karenins ‘kneeling’ in the minutest detail ‘If it is a hoax, 
show calm contempt, and leave immediately If true, then observe the decencies/ 
Karenin tells himself when he receives Anna’s telegram that she is dying It is 
with these thoughts that he approaches the mansion on the Neva embankment where 
Anna lies on her deathbed He goes to her only to observe the decencies laid down 
by Christian morals and the social code But here again life broke Karenin 

He desires Anna’s death with all his soul But in her delirium she remarks 
that he will take care of Seryozha, that Seryozha’s eyes are exactly like his No, 
no,” she moans, I am not afraid of him, I am afraid of death Tolstoy even has 
the following exquisite detail, while she is in a coma Annas eyes rest on Karenin 
with more emotion, more ecstatic tenderness than he ever saw in them before 
Only in delirium did Anna ever present him with such a glance And then she 
says No, you cannot forgive I I know it is unforgivable' No, no go away, 
you are too goodl ’ 

The extent of his own suffering told Karenin still more Watching Annas 
torments as she lay dying, he thought of his own grief, of his own great defeat 
and disgrace He broke down and wept and fell upon his knees before Anna 

Khmelyov could not tell the audience about Anna s glance, but he showed how 
the armor that protected Karenin from life was shattered, and how weak and pitiful 
this malevolent and narrow minded man really was at bottom 

What was it then, his pity for Anna or the fullness of his own grief, the bit 
terness of his own defeat, that made Karenin Khmelyov kneel at Anna’s bedside? 
The latter, of course When Anna subsequendy recovered, not a trace of his recon 
ciliation” was left It could not have been otherwise 

Again the wheels of the ‘malevolent machine began to turn and Karenins 
heardessness became even more monstrous 

Did the image of the malevolent machine’ disappear in the reconciliation 
scene? No, Khmelyov merely revealed its intricate construction 

SERGEI M EISENSTEIN 

(1898 1948) 

Eisenstein, one of the great film makers and theoreticians of the cinema, began 
his career as an architect and engineer During the Russian Revolution he en 
listed in the Red Army, and, in 1920, acted in agitational theatre (agit prop) com 
panies playing at the front In that year, too, he joined the Prolctcult Theatre for 
which he staged his first play based on Jack. Londons The Mexican In 1924 he 
made his first movie The Strife This was followed by the world famous Potemkin 
(1925) recording the mutiny on the armored cruiser Potemkin m the Revolution 
of 190> Potemkin is a fine example of the technique which Eisenstein brought to the 
nlm — montage, “ when the separate pieces produce, in juxtaposition, the gen 

erality, the synthesis of ones theme. This is the image, incorporating the theme 
In 1927, for the celebration of the tenth anniversary of the Russian Revolution, he 
produced Ten Day S That Shook the World From 1929 to 1932 Eisenstein visited 
America where he planned to make a film based on Theodore Dreiser’s An Amen 
can Tragedy In Mexico he shot, but never edited extensive footage for Que Viva 
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Mexico, of which only fragments have survived In 1938 he produced his first 
sound film Alexander Nevsky 

Eisenstem, frequently the center of artistic controversy, was engaged in the 
production of a film trilogy, of which only the first secuon, lean the Terrible, was 
completed before he died A professor at the Moscow State Institute of Cine- 
matography, Eisenstem was the author of two basic film texts, The Film Sense 
and Film Form In the following excerpts from The Film Seme, Eisenstem analyzes 
the elements of montage in the actor s inner technique 


The Actor’s Inner Technique 

A work of art, understood dynamically, is [the] process of arrang 
ing images in the feelings and mind of the spectator It is this that constitutes the 
peculiarity of a truly vital work of art and distinguishes it from a lifeless one, m 
which the spectator receives the represented result of a given consummated process 
of creation, instead of being drawn into the process as it occurs 

This condition obtains everywhere and always, no matter what the art form 
under discussion For example, the lifelike acting of an actor is built, not on his 
representing the copied results of feelings but on his causing the feelings to arise, 
develop grow into other feelings — to live before the spectator 

Hence the image of a scene, a sequence, of a whole creation, exists not as 
something fixed and ready made It has to anse, to unfold before the senses of the 
spectator 

In the same way a character (both in the writing and in the performing of a 
role if it is to produce a genuinely living impression, must be built up for the 
spectator in the course of the action, and not be presented as a clockwork figure 
with set a priori characteristics 

In drama it is particularly important that the course of the action should not 
only build up an idea of the character, but also should build up, should image, 
the character itself 

Consequently, in the actual method of creaung images, a work of art must 
reproduce that process whereby, in life itself new images are built up in the human 
consciousness and feelings 


what about a single unbroken, uncut strip of film containing the perform 
ance of an actor — what has this to do with montage? Doesn t his acting, of itself, 
make an impression? Doesn t the performance of a role by Cherkasov, or Okhlopkov, 
Chirkov or Sverdlm also make an impression? It is futile to suppose that this 
question inflicts a mortal blow on the conception of montage The principle of 
montage is far broader than such a question assumes It is entirely incorrect to 
assume that if an actor acts in a single unbroken strip of film, uncut by the director 
and cameraman into diflerent camera angles, that such a construction is untouched by 
montage l By no means! 

Sergei Eucnjtc n Tht Film Sense translated and edited by Jay LejAi. New York Harcoort, 
Brace and Company 194' pp, 17 18 22 24 JO IJ ><.44 P*tum Cop) right 1942 t?47 By per 
m mon of Har court Brace Jc Co. Inc. 
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la such a case all we have to do is look for montage eleswhere, in fact, in 
the performance of the actor. And the question of the extent to which the pnn 
ciple of the “inner technique” of acting is related to montage we shall discuss 
[below]. At the moment it will be sufficient to let a leading artist of the stage and 
screen, George Arliss, contribute to this question - 

I had always believed that for the movies, acting must be exaggerated, 
but I saw in this one flash that restraint was the chief thing that the actor had 
to learn in transferring his art from the stage to the screen. . . The art of 
restraint and suggestion on the screen may any time be studied by watching 
the acting of the inimitable Charlie Chaplin. 

To emphasized representation (exaggeration), Arliss counterposes restraint. 
He sees the degree of this restraint in the reduction of actuality to suggestion. He 
rejects not merely the exaggerated representation of actuality, but even the repre- 
sentation of actuality in entirety I In its place he counsels suggestion. But what is 
“suggestion” if it not be an element, a detail of actuality, a “close up” of actuality, 
which, in juxtaposition with other details, serves as a determination of the enure 
fragment of actuality? Thus, according to Arliss, the fused effective piece of 
acting is nothing but a juxtaposition of determining close ups of this kind, 
combined, they create the image of the acting’s content. And, to proceed further, 
the actor’s acting may have the character of a flat representation or of a genuine 
image according to the method he uses to construct his performance. Even though 
his performance be shot entirely from a single set up (or even from a single seat 
in a theatre auditorium), none the less — in a felicitous case — the performance will 
itself be “montage” in character. . . . 

• • • • 

...the compared montage methods of creation by the spectator and creation 
by the actor can lead to absorbing conclusions. In this comparison a meeting .occurs 
between the montage method and the sphere of the inner technique of the actor; 
that is, the form of that inner process through which the actor creates a living 
feeling, to be displayed subsequently in the truthfulness of his activity on the stage 
or on the screen. 

A number of systems and doctrines have been erected upon the problems of the 
actor’s performance. More accurately, there are really two or three systems with 
various offshoots. These offshoot schools arc distinguished one from the other not 
merely by differences in terminology, but chiefly by their varying conceptions of 
the principal role played by different basic points of acting technique. Sometimes a 
school afmost completely forgets an entire fink in the psychological process of image- 
creation. Sometimes a link that is not basic is raised to the foremost place. Within 
even such a monolith as the method of the Moscow Art Theatre, with all its body 
of basic postulates, there are independent offshoots in the interpretation of these 
postulates. 

1 have no intention of delving into the nuances of either essential or termin 
ological differences in methods of training or creation with the actor. Our purpose 
here is to consider those features of inner technique which enter necessarily and 
directly into the technique of the actor’s work and enable it to achieve results — seiz- 
ing the imagination of the spectator. Any actor or director is, as a matter of fact, 
in a position to deduce these features from his own “inner” practice, if he would 
but manage to halt that process in order to examine it. The techniques of the actor 
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ind the director are, in regard to this section of the problem, indistinguishable, since 
he director in this process is also, to some extent, an actor From observations of 
his actors share in my own directorial experience, I shall try to outline this inner 
cchnique we are considering through a concrete example In so doing there is no 
mention of saying anything new on this particular question. 

Let us suppose that I am faced with the problem of playing the morning after 
)f a man who the night before, has lost government money at cards Suppose the 
iction to be full of all kinds of matters, including, let us say, a conversation with a 
ompletely unsuspecting wife, a scene with a daughter gazing intently at her father 
vhose behavior seems strange, a scene of the embezzler nervously awaiting the tele 
phone call that is to call him to account, and so on 

Suppose that a senes of such scenes leads the embezzler into an attempt to shoot 
nmself The task, before the actor is to act the final fragment of the climax, where 
ic arrives at this realization that there is only one solution — suicide — and his hand 
begins to fumble in the drawer of his writing table, searching for the revolver 
I believe that it would be almost impossible to find an actor of any training to- 
day who m this scene would start by trjing to act the feeling ’ of a man on the 
point of suicide Each of us instead of sweating and straining to imagine how a man 
would behave under such circumstances, would approach the task from quite an 
other direction We should compel the appropriate consciousness and the appropn 
ate feeling to ta\c possession of us And the authentically felt state, sensation, ex 
pericnce would, in direct consequence manifest itself in true and cmotionallj cor 
rcct movements, actions, general behavior This is the way towards a ducoiery of 
the initiating elements of correct behavior, correct in the sense that it is appropriate 
to a genuinely experienced state or feeling 

Th next stage of an actors work consists in compositionally sorting these e!e 
ments cleansing them of every fortuitous accretion refining the premises to the fur 
thest degree of expressiveness But this is the folloumg stage Our concern here 
is with the stage preceding this 

We arc interested in that part of the process in which the actor becomes pot 
seised by the feeling How is this achieved? Wc have already said that it cannot be 
done with the sweating and straining method Instead wc pursue a path that 
should be used for all such situations 

What we actually do is to compel our imagination to depict for us a number 
of concrete pictures or situations appropriate to our theme The aggregauon of the 
pictures so imagined evokes in us live required emouon, the feeling understanding 
and actual experience that wc arc seeking Naturally tbe material of these imagined 
pictures will vary, depending on the particular characterisucs of the character and 
image of the person being placed by the actor at the time. 

Suppose that a characteristic feature of our embezzler be fear of public opinion 
What will chiefly tcrrifj him will not be so much the pangs of conscience, a con 
sciousness of his guilt or the burden of his future imprisonment, as it will be what 
will people say? 

Our man finding himself in tins position, will imagine hrst of all the terrible 
consequences of his act in these particular terms 

It will be these imagined consequences and their combinations which will 
reduce the man to such a degree of despair that he will seek a desperate end 

This is exactly how it takes place in life Terror resulung from awareness of 
responsibility inmates hts feverish pictures of the consequences And dns host of 
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imagined pictures, reacting on the feelings, increases his terror, reducing the cm 
J>ez:zler to the utmost limit of horror and despair 

The process is exactly similar to that by which the actor induces a similar state 
in the conditions of the theatre A difference exists only in his use of will to force 
his imagination to paint the same pictured consequences that in life a man s imagtna 
Uon would awake spontaneously 

The methods whereby the imagination is induced to do this on the basis of pre 
sumed and imaginary circumstances are not at the moment pertinent to my exposi 
tion We are dealing with the process from the point where the imagination is al 
ready depicting whatever is necessary for the situation It is not necessary for the 
actor to force himself to feel and experience the foreseen consequences Feeling and 
experience, like the actions that flow from them, arise of themselves, called to life by 
the pictures his imagination paints The living feeling will be evoked by the pictures 
themselves, by their aggregation and juxtaposition In seeking ways of waking the 
required feeling one can depict to oneself an innumerable quantity of relevant sit 
uations and pictures that all advance the theme in various aspects 

In this way, without straining to act the feeling itself, it is successfully evoked 
by the assembly and juxtaposition of deliberately selected details and situations from 
all those that first crowded into the imagination 

It is quite irrelevant here whether the description of this process as I have out 
lined it above, tallies or not in its mechanical details with that laid down by this or 
the other existing school of acting technique Here the important matter to be set 
tied is that a stage similar to that which 1 have described exists on every path to the 
shaping and intensification of emotion, whether in real life or in the technique of 
the creative process We can convince ourselves of this by a minimum of self-ob- 
servation, whether in the conditions of creation or in the circumstances of real life 
Another important matter here is the fact that the technique of creation rccre 
ates a life process, conditioned only by those special circumstances required* by art 
The question will be asked In what way does the above presentation in the 
sphere of the actors inner technique differ in practice or in principle from that 
which we had previously outlined as the essence of film montage? The distinction 
here is in the sphere of application and not m essential method 

Our latter question was how to make the living feelings and experience emerge 
within the actor 

The former question was how to evoke for the spectator s feelings an emotion 
ally experienced image 

In both questions the static elements, the given factors and the devised factors, 
all in juxtaposition with one another, give birth to a dynamically emerging emotion, 
a dynamically emerging image 

We see this as not in the least different m principle from the montage process 
in film here is the same sharp concrctization of the theme being made perceptible 
through determining details, the resulting effect of the juxtaposition of the details 
being the evocation of the feeling itself 

VSEVOLOD 1 PUDOVKIN 

(1893 ) 

Vsevolod llarionovich Pudovkin was born in Penza in the Volga region but 
was brought up in Moscow At the age of 27, after being wounded and spending 
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three years as a German pnsoner-of w ar, he gave up Ins career as a chemist to enter 
the State Film School. Two years later he entered the famous Kuleshov film work- 
shop As actor, scenarist, and assistant director with the Kuleshov group, Pudovkin 
explored the potentialities of the new medium. In 1925 he directed Mechanics of 
the Brain dealing with the work of Pavlov on conditioned reflexes. Pudovkin’* 
memorable Mother, based on Gorky's novel, with Baranovskaya of the Moscow Art 
Theatre in the title role was produced in die following year. It was during this 
period that Pudovkin began bis writings on cinema theory and practice which have 
been collected in English under the tides of Film Technique and Film dieting and 
have become standard reference works 

Outstanding among Pudovkin’s films are The End of St Petersburg (1927), 
Storm Over Asia (1928), Deserter (1933), Suvorov (19-10), and Admiral Nakhimov 
(1916). In addition to his brilliant conceptual grasp of the technique of ‘building” 
the film out of celluloid, its raw material, Pudovkin has had unusual success in cre- 
ating film images out of human material Like Eiscnstcin, he has used professional 
actors and non actors with amazing results The selection which follows is taken 
from Film Acting and was originally given as a lecture at die State Institute of Cine- 
matography in Moscow. 


The Basic Contradiction of the Actors Work 

The fundamental of the actor’s job, both in film and on the stage, is the cre- 
ation of a whole and lifelike image. From the very start of his work the actor has 
to set out to grasp and ultimately embody this image, shaping himself in the course 
of stage rehearsal or, in the cinema, in the so-called “preparatory work ” 

Both m stage and screen work the actor has to embody die image in its deepest 
sense, ideologically and teleologically But this task is not only conditioned ob- 
jectively, it is also conditioned, of course, subjectively. 

The image that has to be worked out is conditioned not only by the intention 
of the play as a whole, but also by the nature of the actor’s self, it is related to him 
self as an individual personality Any problem involving modification of his per- 
sonality, however one may regard it, is obviously per se indissolubly linked with die 
continuous actual existence of die actor as a live individual, with all the elements of 
character and culture contributing to his formation. The relation between the pro- 
posed image and the actor as a live person is particularly strong at the beginning of 
his work For this is the period at which emphasis lies on the element of his emo- 
tional attitude to the image, his so-called feeling” of some aspect of the nna 0 c dut 
particularly excites him and thereby serves as the essential point of departure of his 
work on it Only later docs the actor proceed to the task ot thorouglily understand- 
ing and grasping the play as a w hole, appreciating ns ideological content. Then his 
work widens and becomes the soluuon of the most generalized problems of the play. 

The work of the actor on the image is thus oriented mo ways The image the 
actor builds as his work develops, on die one hand, is constructed out of himself as a 
person with given individual characteristics, and on the other is conditioned by die 
interaction of this personal element and the intention in general of the play. 

The final object of the actor and his performance is to convey to the spectator 

V I Puilovlun {dm TteLniqur film uimliuJ by Ivor Mootipu. Nor York 

Publuhtn, 194>, pp. 21 JO Copyright 1S43 By p««aiix»oo ol Ltu PubluW*. 
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a real person, or at least a person who could conceivably exist m reality But at 
the same time, all the while he is creating this image, the actor none the less remains 
a live, organically whole self When he walks on the stage, nothing within him » 
destroyed If he be a nice man acting a villain he sull remains a nice man acting 
a villain Hence the creation of the image must be effected not by mere mechani 
cal portrayal of qualities alien to him but by the subjugation and adaptation of the 
qualities innate in him 

An image of the necessary reality will only be achieved when the given series of 
expressions, both internal and external, required by the play is expressed not by a 
set of words, gestures, and intonations dictated by formula or whimsy and mechan 
ically repeated, but as a result of the subjugation and re expression of the actor s 
own living individuality This manner of constructing a role will give it an organic 
unity that it will never receive if it be arbitrarily separated from the living organic 
unity of the actor as a person 

The duality of the creative process in the actor s creation of the image is only 
an aspect of the duality or dialectic of every process of comprehension of reality, 
indeed every practical getting to grips with it by man with any phenomenon In 
political work, for example, which is creative in the sense in which is the fulfillment 
of every task, there is the dialectic of the conflict and unity of theory and practice 
Theory is checked by practice, practice generalized by theory, and only as resolved 
resultant of these conflicts does work proceed correcdy The emotional side and 
the logical side represent the duality in an actors work of creating an image. If 
his construction is to have the organic unity of life, logic of synthesis must be in 
formed by personal emotional excitement, and, correspondingly, emotional urgings 
must be based upon and checked in the light of the logic of the play This consid 
eration immediately exposes the limitations, both in theatre and in cinema, of the 
often recommended naive and natural type 

The idea that the alpha and omega of acting can be expressed by a type is 
based upon the regarding of acting as a sort of mechanical process capable of being 
disintegrated into separate and quite unconnected bits It ignores the fact that the 
actor docs, in fact, exist as a live person, if a type, then a person unconscious of the 
inner meaning of his work, and thus to say the least, unable to further the crcauon 
on stage or screen of the unification and wholeness necessary for living verisimili 
tude of image. 

Here let us reaffirm our principal desideratum for acting both on stage and 
screen The atm and ob\ect of the technique of the actor is his struggle for unity, 
for an organic wholeness tn the lifeline image he creates 

But the technical conditions of work on the stage and for the screen impose a 
number of demands on the actor that perpetually tend to destroy his unity and con 
tinuity in the role. 

The splitting up of the performance on the stage into acts, scenes, episodes 
the still more subdivided splitting up of the actor s work in the shooting of a film* 
set up a corresponding senes of obstacles through and over which the enure etc 
ative collects e (actor producer in the theatre, actor-director-cameraman, etc in the 
film) must combine to carry the organic unity of lme of the actor s image. 

This unavoidable technical split up of his work is immediately in direct con 
tradiction with the -ctors need to preserve himself in his acting whole and undi 
vided In both play and film, this contradiction always obtains In actual perform 
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ancc, the actor plays in bits Between two entries, between two performances, though 
not playing, his existence is continuous 

Bad actors and bad theoreticians get round this contradiction between the me 
chamcal splitting dictated by the conditions of performance and the need for the 
actor to strive to live uninterruptedly in the image by maintaining that the gestures 
and words necessary for the part can simply be mechanically memorized, and thus 
suspended, as it were, over the intervals. 

Where one regards the actor as a “type” who only mechanically repeats exter 
nally dictated gestures, the intervals between the separate bits of acting do, it is true, 
look like vacua that do not need to be filled with living material linking up the part 
as a whole on and off the stage, not only during a performance or shooting, but also 
during rehearsal 

This superficial attitude to the actor’s work is especially prevalent in the cinema 
But, actually, the discontinuity of the actor’s tvor\ must never be ignored, but al- 
ways treated as a difficulty to be overcome Let it be admitted that splitting up into 
bits is less serious on the stage than in the cinema The technical conditions of stage 
work allow the bits of continued existence in the given image to be longer And 
there is a whole scries of methods m the work of the stage actor’s study of the image 
designed to the end of bringing about a maximum of linkage of the separate bits 
of the role into one whole within the actor himself First and foremost of theatrical 
methods for this purpose is rehearsal During rehearsal the stage actor does not limit 
himself by the hard and fast conditions imposed by the text of the play Stanislavsky 
makes his actors in rehearsal act not only their parts as they stand in the play, but 
supplementary action not, in fact, in the text, but necessary to enable the actor com- 
pletely to “feel” himself into his part. 

Rehearsal work of this kind enables the actor to fed himsdf an organic unity 
moving fredy in all directions within the frame of the image planned Essentially, 
it is precisely this u or{ that links the separate bits of his acting to the feeling, how- 
ever discontinuous in fact, of a unified, continuous real image 

Rehearsal work of this kind is prccisdy the opportunity for the actor to trans- 
form the abstract thought and general line of expression that he has hit on to ex- 
press the image into concrete acts and manners of behavior. 

If the actor remain only at the “thinking” stage of his creative work, even for 
a moment, then in respect to that moment he ceases to be an actor If the actor 
decide that the person he is portraying might have killed a man between acts one 
and two, then he should not only indude the murder as an abstract dement of his 
treatment of the image m the second act, but he should, in fact, actually practice 
acting this murder non-existent m the play, so that he may inwardly fed not only 
the concept of the murder, but, as really as possible, all the potentialities of the 
murder and Us influence on the character of the image 

This sort of rehearsal work, designed to connect the complexity of the ob- 
jccuvdy planned image with the live and actual individuality of the actor and all 
its wealth of individual character and culture, might be termed the process of being 
absorbed into or embodying the role. 

Stanislavsky in one of his essays speaks of the art of living an image and the 
art of presenting an image, distinguishing by these terms two kinds of acting, the 
first basing usdf on inner impulse, the second on externalized theatrical forms 

Stanislavsky says * While the art of living an image strives to fed the spirit of 
the role every ume and at each creation, the art of presenting an image strives only 
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once to live the role, privately, to show it once and then to substitute an externalized 
form expressing its spiritual essence the hack actor disregards the living of the 
role and endeavors to work out once and for all a ready made form of" expression of 
feeling, a stage interpretation for every possible role and possible tendency in art 
In other words, for the art of living representation, living the role is indispensable 
The hack manages without it and indulges in it only occasionally ’ 

This is, in effect, what we have said, using for the word living” the term 
‘ absorption 1 or ‘ embodiment, ’ since it is specifically that process of setting up a 
profound linkage between the subjective personal element of the actor and the ob- 
jective element of the play If the image be properly constructed, then this linkage 
has been set up It is a linkage that, as Stanislavsky says is present m the work of 
every good actor, absent from that of the hack, whom Stanislavsky rightly regards 
as better vanished from the stage 

One may agree or disagree with the necessity for living the role m the complex 
and meticulous sense of the Moscow Art Theatre school of actors, but in any cir 
cumstances the organic relation between the actor s individuality and every live clc 
ment in the image he plays is indispensable 

This relation is a precondition for any verisimilitude in the image Naturally, 
all that has been said of the organic continuity and umty of the role applies equally 
to the organic continuity and umty of the performance as a whole Stanislavsky s 
basic postulate of the necessity for an actor to discover intermediate action ’ remains 
in force 

It should here be noted that the process of personal identification with an ob- 
jectively planned image is necessary not only in film and stage work I suggest that 
a concrete feeling of connection between the individuality and the image to be 
created is normal and essential for the creative process in every art 

There is a body of instructive evidence about their work from writers, vvho 
describe how, frequently, they mouth the words of the characters they are invenung 
in order to test by concrete, personal sensation the phrases, words, and intonations 
they are seeking 

Wc recall that Gogol declared all the characters in Dead Souls to be, in fact, 
dark sides of his own nature that he wished, by expression, to annihilate in himself 
The system of rehearsal is the special means the theatre takes to aid the actor 
in his struggle to incarnate himself in his role. 
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XIII. AMERICA 

Native Players and International Stars 

Actors and acting spell the story of American theatre from its beginning until 
the First World War Although there were native dramatists who wrote interest 
mg plays during the nineteenth century, important dramatic literature appeared 
only with America’s national maturity Nineteenth century theatre is not remem 
bercd for the names of e\en its best playwrights, Augustin Daly, Bronson Howard, 
or Clyde Fitch, but for the names of its popular actors, Edwin Forrest, Charlotte 
Cushman, Joseph Jefferson, and Edwm Booth 

Although the first dramatic performances in the New World took place in the 
Spanish Southwest, American theatrical tradiuon originated among the English 
colonists of the East Amateurs like the Virginia men who performed Ye Bare and 
Ye Cubb in 1665 gave the colonists their first theatrical entertainment, but just as 
America imported its social and economic institutions from England, so it imported 
English drama and English professional players Anthony Aston, ubiquitous English 
adventurer and player, was one of the first to perform on American shores 

The first significant theatrical company to come to America was that of Lewis 
Hallam (1712 1758), whose troupe opened in Williamsburg in 1752 Descendant 
of an English theatrical family, Hallam brought with him the English acting tradi 
tion and the mid-eighteenth century English repertory Shakespeare, Rowe, Far 
quhar, Cibber, Congreve, Fielding, and Garrick Hallam ’s activities and those of 
David Douglass, who married Hallam’s widow, define the theatrical condition of 
the colonial period The company was well received by the hospitable, pleasure lov 
ing southern gentry, but the frugal and rigid Puritans and Quakers of the northern 
cities disapproved of them In Philadelphia and New York, two cities which sub- 
sequently became America’s theatrical centers, the actors faced strong opposition, 
and in New England they played Othello as a “moral dialogue” to evade censure 
Wherever the company performed, they had to build temporary theatres or reno- 
vate buildings to suit their purposes Under the leadership of Douglass the first 
permanent brick theatre in the colonies was constructed in Philadelphia in 1766 
This troupe, known as The American Company, had the distinction of performing 
Thomas Godfrey’s The Prince of Parlhia, the only native play produced in the colo- 
nies before the Revolutionary War 

The war for independence cut short this early growth of professional theatre 
In 1774 the Continental Congress, despite its lack of enforcing power, issued a reso- 
lution discouraging plays along with other entertainments During the war itself, 
however, plays were performed m the camps of both the British and American 
soldiers 

Peace and independence brought a relaxation of restrictions, and America picked 
up the threads of theatrical development started in colonial days Lewis Hallam Jr 
(1740? 1808), who had acted in his father’s group before the Revolution, reconsti 
tuted the American Company with the aid of the actor John Henry (d 1795) 
Their troupe produced Royall Tyler’s The Contrast, the first professionally performed 
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American comedy The success of this play inspired William Dunlap, who brought 
his plays to the American Company Dunlap, America s first important author pro- 
ducer, became joint manager with the actor John Hodghmson, known as The Pro- 
vincial Garrick (1767? 1805), of the new Park Theatre of New York, for half a 
century the most brilliant American theatre At the end of his career Dunlap wrote 
a History of the American Theatie the first of its kind, ip which he pointed out 
the dominance of the actor in this early period of the native theatre In these first 
days after the Revolution American theatre began to expand as Thomas Wignell 
(1753? 1803), George Washingtons favorite comedian, left the American Company 
in 1794 to form a group of his own in Philadelphia 

Both Wignell and Henry, representing the two outstanding companies at the 
turn of the century, returned frequendy to England to find new actors for their 
respective troupes Wignell, for example, brought the following actors to the United 
States James Fennell (1766 1816), a popular Othello, Mrs Whidock (1762 1836) 
sister of Sarah Siddons Mrs Anne Merry (1769 1808) considered another Stddons, 
Thomas Abthorpe Cooper (1776 1849), whose Hamlet had been applauded by 
Charles Macklin, and William Warren (1767 1832), father of the famous comedian 
Cooper, who later became co manager of the Park Theatre with Dunlap, invited the 
great George Frederick Cooke to the States Cooke s appearance at the Park Theatre 
in 1810 heralded the age of English stars plaving on the boards of this and other 
theatres Some like Cooke, Junius Brutus Booth, and James William Wallack (1795 
1864) remained to become permanent features of the American theatrical scene, 
others — Edmund Kean, William Charles Macready, Charles Mathews, Charles and 
Fanny Kemble, Charles Kean, and Ellen Tree, to mention a few of the huge roster 
— came on starring tours to play their celebrated roles with the support of indigenous 
companies 

America’s native players came from the local stock companies The parade of 
names begins in 1826, the year in which the first two significant American actors 
made their important debuts in New York James Henry Hackett (18001871), 
who appeared at the Park Theatre in that year, became a celebrated interpreter of 
Falstaff, playing the role first to the Hotspur of Charles Kean in 1832 He was the 
original creator of Rip VanWinkle and played the role of the Yankee Nimrod 
Wildfire with great success Edwin Forrest, who appeared as Othello at the Bowery 
Theatre in 1826, became Americas first national idol In addition to presenting the 
usual repertory of Othello Macbeth Lear Virginius and Douglas, Edwin Forrest 
acted in native plays especially written for him This robust American established 
a style of acting based upon the inheritance of George Frederick Cooke and Edmund 
Kean His bow legged defiant stance and his oratorical delivery won popular ap- 
proval, although refined taste pointed to his lack of subtlety Forrest’s acting became 
the criterion by which other American actors were judged 

Power and passion also marked Americas first great actress, Charlotte Cush 
min (1816 1876) Known as well in England as in the United States, Charlotte 
Cushman, whose acting recalled the art of Siddons, created Lady Macbeth, Meg 
Mcrrihes in Scott’s Guy Mannertng, Nancy Sykes in Oliver Twist, and Mrs Haller 
in The Stranger John Ranken Towsc says of her Lady Macbeth She was the 
source and mainspring of the whole tragedy She was inhuman, terrible, incredible, 
and hornbly fascinating ’ 

In the 1850 s when Edwin Tor rest was still at his peak, a more natural his 
triomc manner began to emerge It was seen m Matilda Heron’s (1831 1877) 
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John Drew, Maurice Barrymore, Adelaide Neilson (1846 1880), Ada Rehan (1860- 
1916), Otis Skinner, and Maxine Elliott (1871 1940) Steele MacKaye (1844 1894), 
actor, inventor, writer, and manager, at the Madison Square Theatre and at the 
Lyceum, established a school of acting which furthered the growing movement to- 
ward realism by introducing the Deisartc system of acung David Bclasco, the 
‘psychologist of the switchboard,” was another actor writer manager who pioneered 
realistic lighting and stage effects and made stars of Mrs Leslie Carter (1862 1937), 
Blanche Bates (1873 1944), David Warfield, and Frances Starr 

Although many nineteenth century American actors made their fame in native 
plays and adaptations, some written especially for them, they almost all tried their 
hand at Shakespeare, the touchstone of live actor’s quality Toward the end of the 
century Lawrence Barrett (18381891), who had played with Booth and John Me 
Cullough (1832 1885), became Americas leading actor A scholarly man, noted 
for his productions of such native plays as George Henry Bokers Francesca da 
Rimtm and William Dean Howells Yonc\ adapted from the Spanish Barrett still 
played the popular roles in Hamlet Macbeth Richard II Merchant of Venice and 
Julius Caesar In 1887 89 he made a very successful tour in traditional repertory with 
Edwin Booth Richard Mansfield, who pla>ed varied roles m Doctor Jefyll and 
Mr Hyde Cyrano de Bergerac and Beau Brummel nevertheless derived much of 
his fame from his performance of Richard III Edward Hugh Sothern, successful 
as a romantic actor, became a noted Shakespearean interpreter, touring the country 
with the lovely Julia Marlowe 

Thus it was that although acung during the second half of the nineteenth cen 
tury in the United States as elsewhere was turning toward realism, histrionic art 
remained a contest of individual stars pitted against each other in a tradiuonal reper 
tory An audience that came to see Salvim play Othello in Italian to Edwin Booth s 
lago in English or Fanny Janauschek (1830 1904) play Lady Macbeth in German 
to Booth’s Macbeth was obviously mainly interested in the standard ‘points’ of the 
great roles 

By the end of the nineteenth century dramauc producuon in America had 
shifted from stock company repertory to long run plays, cast in New York and sent 
out to tour the country In 1896 Charles Frohman, the commercially successful 
shaper of stars like Maude Adams (1872 — ), Henry Miller (1860-1925), and Bil 
he Burke, spearheaded the orgamzaUon of a syndicate to manipulate the book 
»ng of road companies Theatrical control passed from the hands of the individual 
actor or independent manager into the hands of businessmen. Theatre became 
* show business despite the efforts of Belasco, Mrs Fiske, Richard Mansfield, and 
others to hold out against the power of the syndicate Matters only became worse 
when the Shubert brothers started an independent movement to compete with the 
syndicate The theatre was torn between the compeuuon of these two monopolistic 
ventures, and acting deteriorated as the long run star system triumphed The death 
of ‘ the road ’ and the concentrauon of theatre in New York deprived thousands of 
actors of employment and the opportunity to grow in the theatre, foreshadowing 
the economic insecurity of today’s Actors Equity members 

Twentieth century acting and theatre is a history of the revolts against incip- 
ient commercialism and the spiritual emptiness of the theatre. New directions were 
m the wind when Madame Modjeska (1844 1909) introduced Ibsen’s A Doll s House 
in 1883 Ibsen’s heroines were played by the very popular Minnie Maddera Fiske 
and by Beatrice Cameron, whose husband, Richard Mansfield, introduced the re 
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formut plays o£ Shaw to liic American public. In tiic serious theatrical artistry ot 
William Vaughan Moody, the community dramas of Percy MacKajc, the university 
work of George Pierce Baker, BranJer Matthews and others, a new spirit was mak- 
ing itself felt. 

Throughout the country small theatrical groups took their stimulus from the 
innovations now well under way in Europe — the unified cnscmb r c playing of the 
an and independent theatres and the new stagecraft of Gordon Craig and Adolphe 
Appia. A large scale attempt to reinstate repertory was made at the sumptuous 
New Theatre in 1909, but the first productions which starred ‘ Edward 1 1 ugh Soth 
cm and Julia Marlowe in Antony and Cleopatra betrayed the very ideals behind 
this expensive experiment The drive for change was propelled by the numerous 
little theatre movements that mushroomed in the days before the Ttrsl World War 

The Toy Theatre of Boston, the Chicago Litdc Theatre, Wmthrop Ames’ Little 
Theatre, and The Neighborhood Playhouse in New Torh were among the at ant 
garde In 1914 Robert Edmond Jones, Lawrence Langner, Philip Moeller, Helen 
Wesdey, and Lee Stmonson organized die Washington Square Players which pro- 
duced one act plays in the rear of a Greenwich Village store Dedicated to the pnn 
ciplcs of “art theatre,” they incorporated themselves as the Theatre Guild in 1919. 
The Guild, with us school, its repertory ideal, and its subscription audience, effect- 
ively combined artistic productions and commercial gam. It produced the important 
experimental European dramatists Toller, Strindberg, Shaw, Kaiser, and provided 
a theatre for the new native dramatists, Eugene O Neill, Sidney Howard, Elmer 
Rice, Philip Barry, Maxwell Anderson, and oil ers Under the auspices of the Guild 
have appeared the leading actors and actresses of our day Pauline Lord, Helen 
Hayes, Helen Westlcy, Alfred Lum, Lynn fomanne, Dudley Digges, Clare Lames, 
Judith Anderson, Alice Brady, Alla Nazimou, Edward G. Robinson, Margate Gill 
more, and others Although the Guild propounded no new histrionic theories, its 
dedication to fine theatre encouraged realistic acting and ensemble playing 

There were other important organizations The Provmcctown Playhouse, first 
m the artists' colony on Cape Cod and then on MacDougal Street in Greenwich 
Village, made its greatest contribution by kindling ihc lire of Eugene O Neill, who 
became the first internationally significant American dramatist O Neill, Robert Ld 
nond Jones, and Kenneth Maegowan earned on the wotk of the Provmwetown 
group, producing Strindberg, Stark Young, Walter Hasendever, and others in addi- 
tion to O Neills provocative dramas. Paul Robeson and Walter Huston were 
among the fine actors who played for them. 

During thu period ot ferment, Negro actors attained for the first lime a right 
ml place as serious artists interpreting American life The performances of Kidgdy 
Torrences Three Plays for a Negro Theatre, in Apnl, 191?, marked, in the word* 
of James Weldon Johnson, ‘an epoch for the Negro on the sta^e. Tcrrciwc s plays, 
tnulic Hapgoods production, Robert Edmond Jones’ direction presided tie sum 
ulus for the fine acting of Inc 2 Gough and others. Tloc pcrtormaiwct, hailed by 
the critics, were “a turning point m Negro theatre history,' vsrote L*Lth Isaacs n 
The Negro in the Arienc-v Theatre With tie exception of the very early \Jruan 
Company of Negro actors, with us leading artut James Hew'ett, and the tuupcan 
fame of the great tragedian Ira Aldridge, Negro -u<in had succeeded only in run 
Urcl shows and musical comedy, where Bert Wil'umt, George Wdker, Ahb-c M t 
chdl, and odicn made their success. Suue the 192us, ca the rebus dy rare o.ca 
ton* when the opportunity and vch.de tus presented itself to him, the Negro actor 
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profession and us value to national culture, Federal Theatre gave birth to the un 
conventional productions of Orson Welles, the incisive music dramas of Marc Bht2 
stem, and the vital, topical dramaturgy of the Living Newspaper 

Off the beaten path of Broadway commercialism, are found the college and 
tributary theatres, the low priced repertory experiments of Eva Le Gallienne, Mar 
garet Webster, Jose Ferrer, the symphonic pageants of Paul Green, the Equity Li 
brary Theatre, and the Experimental Theatre of the American National Theatre 
and Academy Recent years have seen an upsurge of stage activity m the environs 
of Hollywood, utilizing the abundance of talent which is drawn to the film center 
In some quarters, the off Broadway movement, which has been noticeably livelier 
m recent seasons, is seen as the big hope for new playwrights and new performers 
No survey of American acting can neglect the motion pictures, which has posed 
new problems for the profession and craft of the actor In the attempt to pro 
vide entertainment for sixty million weekly patrons, the Hollywood craftsmen are 
faced by overwhelming pressure to protect by repetitive formula the investment of 
astronomical sums which go into its average product Although Hollywood s box 
office ideology is a restrictive framework, the movie makers have developed an e£ 
fccuve technique of cinematic performance It must always be remembered that 
Charlie Chaplin, America s universal histrionic artist, is the Harlequin of celluloid 
Many notable portrayals of our time belong to the screen In the collective ere 
anon of film the actor becomes a unit in the multifold process which involves the 
specialized skills and talents of the scenarist, the director, the cameraman, film 
editor, and the producer The special tasks of the actor m this medium have called 
forth a growing theoretical literature, specimens of which can be found in this 
volume 

No one style epitomizes twentieth century American acting With the excep- 
tion of the Group Theatre, which used the Stanislavsky system, modern American 
actors have been eclectic, choosing styles that suit their talents or accommodating 
themselves to the demands of directors and playwrights The theatrical scene has 
been illuminated by flashes of unsurpassed individual brilliance John Barrymore 
in Hamlet , Jeanne Eagels in Ram, Pauline Lord in Anna Christie, Laurette Taylor 
in The Glass Menagerie Judith Anderson in Medea and Lee J Cobb m Death of a 
Salesman are examples of the American actor in triumph Lacking a national rep- 
ertory theatre where different players could test the same important parts, American 
actors frequently suffer in hastily prepared and shortlived vehicles or in excessively 
long runs Some like Walter Hampden Katherine Cornell, and Maurice Evans 
have cucumvenled these evils by becoming actor producers As Brooks Atkinson 
has pointed out, American actors occasionally reveal an artistry which is sometimes 
not matched by the playwright or the producer When the opportunity has been 
present, American actors, drawing on a heritage both native and international, have 
given new vigor to the Fabulous Invalid 

EDWIN FORREST 
(1806-1872) 

The first native idol of the American stage was Edwin Forrest, archetype of the 
vigorous, self made actor With htdc educauon and no money, he started on his 
way to success at a very early age He made an impressive debut as Norval in 
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Home’s Douglas at the age at fourteen A native patriot greeted hvs appearance 
with these words 

Dear child of genius! round thy youthful brow 
Taste, wit, and beauty bind the laurel now 
No foreign praise thy native worth need claim, 

No aid extrinsic heralds forth thy name. 

No titled patrons power thy merit decked 
The national and democratic pride evidenced in these words animated Forrest 
and his admirers throughout the actors life As Montrose Moses pointed out m his 
biography of Tor rest the actor grew with his nation Like the other theatrical people 
of his time, Forrest was a pioneer, blazing his way across part of the continent, fac 
ing uncertainty, deprivation, and the challenges of frontier life After his schooling 
in the ngors of the travelling players, Forrest made his way in the Eastern theatres 
He played second roles to Edmund Kean on the latter s visit to the United States 
in 1825 and was pmsed by the erratic English star Early in his career Forrest was 
pitted against William Charles Macrcady, who was to be a formidable antagonist m 
later years 

When the New York Bowery Theatre opened in 1826 Edwin Forrest became 
its major star This robust, somewhat plcbian theatre, whose popular vigor was celc 
brated by Walt Whitman, became the competitor of the refined Park Theatre where 
celebrated visiting stars played Once Forrest became established and secure in his 
profession, he started a campaign for name plays His offer of a money prize for a 
tragedy of which the hero or principal character shall be an aboriginal of this 
country elicited several plays, whose artistic merit was secondary to the fact that 
they suited the dramatic talents of Forrest. Such plays as Metamora or The Glad 
tator ga\e Forrest a chance to express his patriotic and democratic sentiments in pic- 
turesque grand movements and full voiced speech A product of the physical acting 
of George Frederick Cooke, who spent his dying days in the United States, and of 
the emotionalism of Kean, Forrest was vigorous and agile, given to dramatic 
stances and sonorous speech His accents recalled those of the great American ora 
tors and were imitated by speakers as well as actors He earned his audiences by 
his physical power and deep-toned voice, not by subtlety or insight 

Forrest’s two professional tours in England met with a mixed reaction Per 
haps the most important aspect of these visits was the violent antagonism which de 
veloped between him and Macrcady Their clash involved great differences m act 
ing techniques (the intellectual finesse of Macready and the physical power of For 
rest), in temperament (the simmering jealousy of Macready and the hot tempered 
ness of Forrest), and perhaps above all differences of class and nation This antago- 
nism finally ended with the shameful riot at the Astor Place Theatre in New York 
in May, 1849 At this point the conflict between Forrest and Macready became an 
organized effort a§a nst aristocrats and foreigners The militia was called out and 
lives were lost What had begun as a struggle of tempers and histrionic style ended 
as a poliucal weapon of Tammany Hall 

Montrose Moses tells us that the American actor has left nothing but a stately 
reverence for his models, without comment In fact, the silence of Forrest regard 
ing the art of the actor, save a casual reference here and there, would indicate that 
his own practice was outward rather than inward In fact, so outward that he 
sought to fix’ the impression in pictures His acting was himself— depths of voice, 
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pauses, starts, glances, display of biceps, firmness of leg muscles . .outward ex- 
pression and pose of majesty and power were there, with cavernous depths within, 
but there seemed to be lacking those qualities of mind and spirit which are a meas- 
ure of the greatest acting.” 

Forrest’s significance lies tn his emergence as “the American actor” m the face 
of the long standing English dominance over the American theatrical scene. Walt 
Whitman, reporting for The Brooklyn Engle, has left us his description of the widely 
imitated Forrest. 


Edwin Forrest and the American Style 

by Walt Whitman 

...Mr. Forrest is a deserved favorite with the public — and has high talent in 
his profession But the danger is, that as he has to a measure become identified with 
a sort of American style of acting, the crowd of vapid imitators may spread quite 
all the faults of that st)le, with none of its excellencies. Indeed, too, m candor, all 
persons of thought will confess to no great fondness for acting which particularly 
seeks to “tickle the ears of the groundlings " We allude to the loud mouthed rant 
ing style — the tearing of every thing to shivers — which is so much the ambition of 
some of our pla>crs, particularly the younger ones It does in such cases truly seem 
as if some of Nature’s journeymen had made men, and not made them well — they 
imitate humanity so abominably They take every occasion, in season and out of 
season, to try the extremist strength of their lungs. They never let a part of their 
dialogue which falls in the imperative moo d — the mood for exhorting, command 
mg, or permuting — pass by without the loudest exhibition of sound, and the most 
distorted gesture. If they have to enact passion, they do so by all kinds of unnatural 
and violent jerks, swings, screwing of the nerves of the face, rolling of the eyes, and 
so on. To men of taste, all this is exceedingly ridiculous And even among the in 
fenor portion of the audience it does not always pass safely We have frequendy 
seen rough boys in the pit, with an expression of sovereign contempt at performances 
of this sort. Tor there is something in real nature which comes home to the ‘ busi 
ness and bosoms” of all men. Who ever saw love made as it is generally made upon 
the stage? How often have wc heard spontaneous bursts of approbation from in 
fenor audiences, toward acting of the most unpretending kind, merely because it 
was simple, truthful, and natural!... If wc thought these remarks would meet the 
eye of any young theatrical artist, we would bke through htm to beg all — lor we 
cannot call to mind any who are not more or less tainted with this vice — to take 
such hints as the foregoing, to their hearts — aye, to their heart of hearts It is a 
common fallacy to think that an exaggerated, noisy, and inflated style of acting — 
and no other — will produce the desired effect upon a promiscuous audience. But 
those who have observed dungs, dieatres, and human nature, know better. Where 
is there a good, truthful player that is not appreciated ? Who, during the past sea 
son, has dared compare the quiet pohsh of Mrs. Kean [Ellen Tree] with the lofty 
pretensions of the general run of tragedy queens? 


Waft Whitman "Tie GfiJutor — air Forrest — Acting, The BroctJjit EtgU, December 26, 
1846, in Tie Amenctn Theatre as Seen by its Critics, 1732 1934, edited by Montrose J Moses and 
John Mason Brown. New Xorfc W V Norton and Company, 1934, pp 69 70 
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DION BOUCICAULT 

(1820? 1890) 

Although he was bora in Dublin and achieved his first successes on the London 
stage, Dion Boticicault became an important force in American theatre when he 
came to this country in 1853 After spending his novitiate in the English provincial 
theatres, Boucicault gained fame with the production of his play London Asstir 
ance at Covent Garden in 1841 The play itself was less important than the then 
revolutionary realistic setting provided for it by Madame Vestris and Charles Math 
ews, managers of Covent Garden A set with a ceiling and boxed sides and the use 
of real stage properties were among the innovations introduced Shortly thereafter 
Boucicault spent four years in France where he acquired that knowledge of popular 
French drama which was to inspire his many adaptations from that language. Back 
in England in 1848 he became an assistant to Charles Kean at the Princess Theatre 
In the United States Boucicault continued his career as actor and writer He 
was a most prolific playwright, although many of his products were adaptations of 
foreign plays In his numerous plays he provided excellent acting parts for himself, 
for his wife, Agnes Robertson and for many other actors including Joseph Jefferson 
and Lester Wallack (1820 1888) Boucicault had the dramatic sense to localize 
even his adaptations His version of the French play called Let Pauvres de Paris 
was re-christened The Poor of New Yor\ and used native references With unfail 
ing theatrical sense he utilized a melodramatic, but terrifyingly realistic fire sequence 
in several of his plays In the Octoioon he used the American color problem with 
telling dramatic effect His Irish plays brought a new note of realistic Irish life to 
the stage and provided both him and his wife with some of their best parts 

Boucicault was co-director of the New York Winter Garden Theatre where his 
adaptation of Dickens The Cricket on the Hearth was played with Joseph Jefferson 
in the role of Caleb Plummer From 1860 to 1872 the Boucicaults were again in 
England where they both acted and managed a theatre While in England Boua 
cault wrote An ah na Pogue one of his best Irish plays, which was also produced in 
New York At this time he wrote a new version of Rip Van Winkle for Joseph 
Jefferson 

Back in New York he wrote and played in The Shaughraun one of his most 
popular Irish parts Although he continued his theatrical activities for a long time, 
his popularity began to wane Probably his melodramatic, sentimental realism was 
becoming unpalatable to an audience that was beginning to turn to more serious 
realistic drama At the end of his life Boucicault was teaching acting in a school 
connected with the Madison Square Theatre in New York 

Apart from his acung and his writing Boucicault brought about two important 
changes in the American theatrical scene He succeeded, after the vain attempts of 
other writers, in having the first copyright law in the U S passed to protect the 
work of writers This action was part of Boucicault’s long campaign to raise the 
financial position of dramatic authors Another of his innovations revolutionized 
the system of theatrical production The long run had already begun to take its 
place as a successful alternative to the rapidly changing repertory, which up to the 
middle of the nineteenth century had characterized dramauc productions Boucicault 
went a step further by introducing special casung for each production and by or 
gamzing road companies to tour various cities with one play cast at some such 
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ilentaily and unfortunately been bom an some remote region at the plow tail, where 
there was not within his reach the drama school of Stratford-on Avon? He would 
have perished at the plow tail and have been buried m a furrow, and we should 
never have known it You must absolutely have principles in all arts You can 
not produce your own thoughts, your own feelings, unless you have some principles 
as some guide, some ground I am not an eloquent man I am simply an actor, an 
author, one who is in the habit of giving speeches to others, and supplying speeches 
for others, rather than delivering speeches myself 

Well, this is as I have said, a large subject I cannot do more in an hour 
than just skim die surface I can, as Newton said, but wander on the shore of the 
great ocean and pick up the shells I can but give you enough to make you under 
stand what our art is, its philosophic principles, that a good actor is not due to acci 
dent, that a man is not born to be an actor unless he is trained 

You know that m Paris acting is taught You are aware also that actors and 
authors are in the habit on the stage of teaching the actors how the characters they 
have drawn should be played I allude, for example, to the great Mr T W Rob- 
ertson, one of the greatest producers of our age, who has revolutionized the drama 
of his period That man was in the habit of teaching and conveying his ideas to 
actors on the stage, and as to how the parts should be rendered I may also refer 
to M Sardou m Pans, who, it is notorious, does the same thing, as well as many 
of the stage managers of the present day Alexandre Dumas is known to be con 
stantly doing the same thing I may refer also to Mr Gilbert, the author, who does 
the same thing, and so stamps the character that that character is entirely new, and 
one that you have never seen before You know that all active managers, such as 
Mr Irving, Mr Wilson Barrett, Mr Bancroft, Mr Hare, Mr Kendal, all teach the 
younger actors and actresses how to play their parts They are obliged to do so in 
the present condition of affairs, because there is no school in the provinces to lick 
the novices into shape and to teach them the ground of their art, how to walk and 
how to talk — that is, to teach them acting 

Acting is not mere speech I It is not taking the dialogue of the author and giv 
ing it artistically, but sometimes not aruculatdy Acting is to perform, to be the 
part, to be it in your arms, your legs, to be what you are acung, to be it all over, 
that is acting The subject of acung may be divided into the v oice for the treatment 
of the producUon, the expression of feature or gesture I call gesture that acuon of 
the body above die waist — the arms, the neck, the head, and the bust. The carriage 
is that acuon of the body which is below the waist 

* * * t 

I must now go to a subject of a rather delicate nature, and that is really the 
first part of my subject — the voice You know there arc certain voices on the stage 
-—you are perfeedy aware of this — that the actor does not use off the stage, that arc 
exclusively confined to tragedy It is not the actors ordinary voice. The idea is that 
the tragedian never has to use his own voice. Why? What is the reason? Before 
this century the great French tragedians before Talma and the great Lngiish trage- 
dians before Kean used their trcolc voice — the teapot style 1 Hey did it as it tncy 
played on the flute. Then came the period when tne tragedian played ha part on 
the double bass . . There was no reason tor it. Now vve pertorm mat part in the 
present age in what a called the medium voice. The reason a this It is tne trails 
ccndental drama tragedy. When I call it transcendental I mean unreal, poeuc, to 
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distinguish it from the realistic or the drama of ordinary life. The transcendental 
drama assumes that the dialogues are uttered by beings larger than life, who ex- 
press ideas that no human being could pour out. The actor has accustomed himself 
to feel that he is m a different region, and, therefore, he feels if he uses his ordinary 
\oice it might jar on the transcendental effect. 1 ha\e fought out this very question 
with the great tragedians in France, and it seemed as if the tragedians were afraid 
of destroying the delicate illusion of the audience, who are sent about four hundred 
years back, as if they were living with people whom they had never seen and had 
no knowledge of. The consequence is those characters are too big for any ordinary 
human being, and the actor tries to make his manner and his voice correspond 


To the young beginner I would say, when >ou go upon the stage do not be 
full of yourself, but be full of jour part That is mistaking vanity for genius, and 
is the fault of many more than perhaps you are aware of If actors’ and actresses' 
minds be employed upon themselves, and not on the character they wish and aspire 
to perform, they never really get out of themselves Many think they are studying 
their character when they are only studying themselves. They get their costume, 
they put it on, see how it fits, they cut and contrive it, but all that is not studying 
their character, but their costume. Actors and actresses frequently come to me and 
say, “Have you any part that will fit me?” They never dream of saying, “Have 
you any part that I can fit? that I can expand myself or contract myself into, that I 
can put myself inside of; that I, as a Protean, can shape myself into, even alter my 
voice and everything that nature has given to me, and be what you have contrived? 
I do not want you to contrive like a tailor to fit me.” That is what is constandy 
happening ... 

It was not so forty years ago They had their faults many of them, but they did 
not constitute costume and make up as the study of character, which it is not. I will 
tell you what did happen forty years ago. I was producing a comedy in which Mr. 
Farren, the fadier of the gentleman who so ably bears the same name (old Farren), 
played a leading part. He did not ask what he was going to wear, but he came to 
me, and said, ‘Who did you draw this party from; had you any type?" 1 said, 
“Yes, I had,” and mentioned the names ol two old fogies, who, at that time, were 
well known m London society. One he knew, the other he did not. He went and 
studied Sir Harcourt Courtky, and he studied by the speediest method, for the study 
was absolutely and literally out of the mouth of the man himself. That will give 
you an idea how they studied character. . . . 

That is the way to study character, to get at the bottom of human nature, and 
I am happy to say that, amongst some young actors who have come out within the 
last ten or fifteen years, I have seen a natural instinct for the study of character and 
for the drawing of character most admirably, and much more faithfully than they 
drew it twenty or thirty years ago There is a study of character that vve may call 
good and true that has been acco nplishcd within the last fifteen or sixteen years. 

Now, I will say something by way of anecdote to show how utterly unnecessary 
it is for you to bother your minds so much about your dress. I was producing 
The Shaughraun in New York. I generally had enough to employ my ume. I get 
the actors and actresses to study their characters, and generally leave myself to the 
last. But the last morning before the play was produced I saw my dresser hobbling 
about, but afraid to come to the stage. At last he said, Have you thought of your 
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costume?” I said I had not done any such thing. It was about three o’clock in the 
afternoon, and I had to play about seven o’clock in the evening. I went upstairs, 
and said, “Have you got a red coat?” “Yes, we have got a uniform red hunting 
coat.” * Oh, that is of no use!” “We have got one that was used in She Stoops to 
Conquer That was brought, but it had broad lapels, and looked to belong to 
about one hundred and fifty years ago. “Oh!” said the man, “there is an old coat 
that was worn by Mr. Beckett as Goldfinch " When he came to that it reached all 
down to my feet, and was too long in the sleeves. So I cut them off with a big pair 
of shears, and by the shears and the scissors I got some sort of a fit. Then I got an 
old hunting cap, a pair of breeches, and sent for some old boots that cost about 
2s 6d, and did not fit me, and that is how I came on the stage. The editor of one 
of the newspapers said, * Where on earth did you get that extraordinary costume 
from?" 

Believe me, I mention these circumstances simply to show that the study of 
character should be from the inside, not from the outside' Great painters, I am 
told, used to draw a human figure in the nude form, and, when they were propos- 
ing to finish their pictures, to paint the costumes, then the costumes came right. 
That is exactly how an actor ought to study his art. He ought to paint his char- 
acter in the nude form and put the costume on the last thing. 

Now, let me give this particular advice to all persons going on the stage. Many 
of you arc already on the stage, but others may be going on Having arrived at 
that conclusion as to what your line is going to be, always try to select those kinds 
of characters and the line that is most suited and more nearly conforms to your own 
natural gifts. Nature knows best. If you happen to have a short, sharp face, a hard 
voice, an angular figure, you are suited for the intellectual characters of the drama, 
such as Hamlet and so forth. If you are of a soft, passionate nature — if you have 
a soft voice and that sort of sensuous disposition which seems to lubricate your en- 
ure form, your limbs, so that your movements are gende and softer than others, 
then this character is fitted for a Romeo or an Othello. You will find, if you look 
back at the records of actors, there arc few great actors that have shone in the two 
different lines, the intellectual and the sensual drama. Kemble could do Hamlet, 
but he could not do Othello Kean could do Othello, but he could not do Hamlet. 
The one was passionate and sensual, the other was an intellectual, a noble, grand 
actor. 

Now, after you have made this preliminary study you will recollect that in every 
great character, there are three characters really. We are all free men, in one sense, 
speaking, of course, of our inner life, but we have three characters. First there is 
the man by himself — as he is to himself — as he is to God. That is one man, the 
inner man, as he is when alone, the unclothed man Then there is the native man, 
the domestic man, as he is to his family. Still there is a certain amount of disguise. 
He is not as he is to other men. Then there is the man as he stands before the 
world at large, as he is outside in society. Those are the three characters. They 
are all in the one man, and the dramatist does not know his business unless he puts 
them into one character. Look at Hamlet in his soliloquies, he is passionate, he is 
violent, he is intemperate in himself, he knows his faults and lashes his own weak- 
ness. But he has no sooner done that when Horauo comes on the stage with a few 
friends. Horatio is the mild, soft, gentle companion, with his arm round his neck, 
Hamlet forgets the other man, he gets a litde on, but he is the same man to Horatio 
as he is to his mother, when he gets her m the closet. But when he encounters the 
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world at large, he is the Prince! the condescending man’ You have seen Hamlet 
play cd, and if jou watched closely, yoo ha\c seen those three phases of hu char- 
acter base been given on this stage! So it is in nearly all characters— comic or other- 
wise. You will find that the three characters always combine in the man.... 

Now, ladies and gentlemen, I have kept you a !ong time. All I say now is 
that I have to give you most heartily and conscientiously, as an old man, an old 
drimatist, and an old actor, this advice. Whatever is done by an actor let it be 
done with circumspection, without anxiety or hurry, remembering that vehemence 
is not passion, that the public will feel and appreciate when the actor is not full of 
himself, but when he u full of character, with that deliberation without slowness, 
that calmness of resolution without coldness, that self possession without over ween 
ing confidence, which should combine in the actor so as to give grace to comic and 
importance to tragic presence. The audience are impressed with the unaffected 
character of one who moves forward with a fixed purpose, full of momentous de- 
signs. lie expresses a passion with which they will sympathize, and radiates a com- 
mand which they will obey.... 

JOSEPH JEFTERSON 

(1829 1905) 

Joseph Jefferson was one of the best loved figures of the American stage. Grand 
son and son of actors, Jefferson made lus debut at the age of four. Like many nine 
teenth century American players, he acted in the bouth and in the West and even 
followed the American Army into Mexico 

Jefferson had his first important part as Dr. Pan e loss in The Heir Jl Lju> wlcn 
he svas a member of Laura Keene $ company in New Vork. With the same group 
he created the role of the Yankee in Ottr American Comm in which Ldward Askew 
Sothein played the role of Lord Dundreary With the Koucicaulu at the Winter 
Garden he appeared as Caleb Plummer in Uoucicauh’s version of The Cricket on 
the Hejrth and as Sjlcm beudJer in Iloucicauli’s The Oaotoon Hob Veres in The 
RuAf was also one of lus popular parts. 

Hut it is for 1m portrait of Kip Van Winkle that Jefferson will Jong be honored 
The history of the dramatizations of the Irving laic of Dutch life m New Yoik 
is a curious one. Performances ot a play based upon the story were ,.iven as early 
as 1838 James Hackctt, who became live American interpreter ot l aluatf, played 
the rule m another version It is interesting to rote that in the cavt with Ha.kctt 
were an uncle, an aunt, and a cousin of Jeficnon Charles Uurke, a ha't brother if 
Jetferson, played the role of Kip m New Voik anJ in Philadelphia. Wlcn jcifrnon 
lust essayed the role he useJ a version of his own based upon other avadaUe drama 
tizatiom. I Hiding it unsatis factory, however, he asked Bou-scault, wlen they were 
both in London, to revue the |!ay for him It was in Iloucn.au.ls Jra natiraum, 
with many modifications Jcifcrson made a* he continued to i*utray the role, l'at 
he Ixvame forever identified with live part ot d c D-nh loafer. 

Lull ot the actors wjo had played tic role nude it s-ccestful by what they 
as actors con’nbuted to «. Haskett undoubtedly Lxoj^f t lus pa bo* a^J >kul in 
dulccts to ti c part. Put Jefferson, in tl c words ot a c on ci ,x. ary cti'u, tr ‘ot i-<J 
the role w.th human tenderness a d di^nitt " Alt* ih b i 1 s ieiforru-a.es ueixi 
die essence ot natural cave, Jederw »$ chau-ter za u-n w«s bvut up v* dv the arum*. 

ri7i) 



ACTORS ON ACTING 

care which he recommends in the chapter of his autobiography printed here. His 
‘ impersonation,” wrote the critic of the Atlantic Monthly in 1867, ‘ is full of what 
are technically known as points, but the genius of Mr Jefferson divests them of ah 
‘staginess', and they are only such points as the requirements of his art, its passion, 
humor, or dignity, suggest From the rising of the curtain on the first scene, until 
its fall on the last, nothing is forced, sensational, or unseemly The remarkable 
beauty of the performance arises from nothing so much as its entire repose and 
equality ” 

No slave to realistic detail, Jefferson consciously heightened what he called the 
‘fairy tale” elements of the play. Although Jefferson became indelibly associated 
wuh the role, he was a versatile player who while infusing his roles with warm emo- 
tion, controlled his performance with conscious artistry He summed up his posi 
tion in the heated controversy between emotion and control, which was being waged 
by Henry Irving and Coquelin, in these judicious words ‘ For myself, I know that 
I act best when the heart is warm and the head is cool ” 


Warm Heart and Cool Head 

Acting has been so much a part of my life that my autobiography could scarcely 
be written without jotting down my reflections upon it, and I merely make this 
little preparatory explanation to apologize for any dogmatic tone that they may pos 
scss, and to say that I present them merely as a seeker after truth in the domain 
of art , 

In admitting the analogy that undoubtedly exists between the arts of painting, 
poetry, music, and acting, it should be remembered that the three former are op- 
posed to the latter, in at least the one quality of permanence The pteture, oratorio, 
or book must bear the test of calculating criticism, whereas the work of an actor 
is fleeting it not only dies with him, but, through his different moods, may vary 
from night to night. If the performance be indifferent it is no consolation for the 
audience to hear that the plajer acted well last night, or to be told that he will 
act better tomorrow night, it is this night that the public has to deal with, and the 
impression the actor has made, good or bad, remains as such upon the mind of that 
particular audience 

The author, painter, or musician, if he be dissausfied with his work, may alter 
and perfect it before giving it publicity, hut an actor cannot rub out, he ought, 
therefore, in justice to his audience, to be sure of what he is going to place before it 
Should a picture in an art gallery be carelessly painted we can pass on to another, 
or if a book fails to please us we can put it down An escape from this kind of 
dullness is easily made, but m a theatre the auditor is imprisoned If the acting be 
indifferent, he must endure it, at least for a time He cannot withdraw without 
making himself conspicuous, so he remains, hoping that there may be some im 
provement as the play proceeds, or perhaps from consideration for the company he 
is in It is this helpless condition that renders careless acting so offensive . . . 

• • • # 

In the stage management of a play, or in the acting of a part, nothing should 


The Autobiography of Josaph Jtfftrton New York The Century Company, 1889. pp. 428- 
4J4 passim 
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be left to chance, and for the reason that spontaneity, inspiration, or whatever this 
strange and delightful quality may be called, is not to be commanded, or we should 
give it some other name It is, therefore, better that a clear and unmistakable out 
line of a character should be drawn before an actor undertakes a new part. If he 
has a well-ordered and an artistic mind it is likely that he will give at least a sym 
metrical and effective performance, but should he make no definite arrangement, 
and depend upon our ghostly friends Spontaneity and Inspiration to pay him a 
visit, and should they decline to call, the actor will be in a maze and his audience 
in a muddle 

Besides, why not prepare to receive our mysterious friends whather they come 
or not? If they fail on such an invitation we can at least entertain our other guests 
without them, and if they do appear, our preconceived arrangements will give them 
a better welcome and put them more at ease. 

Acting under these purely artificial conditions will necessarily be cold, but the 
care with which the part is given will at least render it inoffensive, they are, there 
fore, primary considerations, and not to be despised The exhibition of artistic 
ware, however, does not alone constitute great acting The inspired warmth of pas 
ion in tragedy and the sudden glow of humor in comedy cover the artificial frame 
•vork with an impenetrable veil this is the very climax of great art, for which 
there seems to be no other name but genius It is then, and then only, that an audi 
ence feels that it is in the presence of a reality rather than a fiction To an audience 
an ounce of genius has more weight than a ton of talent, for though it respects the 
latter, it reverences the former But the creauve power, divine as it may be, should 
m common gratitude pay due regard to the reflective, for Art is the handmaid of 
Genius, and only asks the modest wages of respectful consideration in payment for 
her valuable services A splendid torrent of genius ought never to be checked, but 
it should be wisely guided into the deep channel of the stream from whose surface 
it will then reflect Nature without a ripple Genius d>es the hues that resemble 
those of the rainbow, Art fixes the colors that they may stand In the race for fame 
purely artificial actors cannot hope to win against those whose genius is guided 
by their art, and, on the other hand. Intuition must not complain if, unbridled or 
with too loose a tern, it stumbles on the course, and so allows a well ridden hack 
to distance it. 

• • * • 

An audience should understand what the actors are doing if it does not hear 
all that they are saying It is eager to do this, and quite competent, if we only give 
it a fair opportunity, but inarticulate delivery and careless pantomime will not suffice 

We must not mistake vagueness for suggestion, and imagine that because we 
understand the matter we are necessarily conveying it to others Sheridan, m his ex 
travaganza of The Critic or a Tragedy Rehearsed gives a humorous illustration 
of this error During the rehearsal of Mr Puff s play the character of Lord Bur 
leigh enters walking slowly and majestically down to the foodights The noble 
knight folds his arms, shakes his head solemnly, and then makes his exit without 
saying a word 

What does he mean by shaking his head m that manner? ’ asks Mr Dangle, 
a theatrical critic. 

To which Mr Puff replies “Don’t you know? Why, by that shake of the 
head he gave you to understand that even though they had more justice m their 
cause and more wisdom in their measures, yet, if there was not a greater spine 
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jhown on the part of the people, the country would at last fall a sacrifice to the 
hostile ambition of the Spanish monarchy” 

Did he mean all that by shaking his head?” asks Mr Dangle 
To which Mr Pug replies. Yes, sir, if he shook it as I told him ” 

As this satire was written over a hundred years ago, it is quite evident that the 
vanity of vagueness is not a new histrionic development 

And here the quality of permanence as allied to the other arts and not to. acting 
presents itself If we do not at first understand a great picture, a fine piece of music, 
or a poem, each of these, being tangible, still remains, so, should we desire it, we 
can familiarize ourselves with it, and as we grow older and become more highly 
cultivated vve will understand a school of art that was at first obscure But there 
must be no vagueness m acting The suggestion should be unmistakable, it must 
be leveled at the whole audience, and reach with unerring aim the boy m the gal 
lery and the statesman m the stalls 

* • * # 

Much has been written upon the question as to whether an actor ought to feci 
the character he acts or be dead to any sensauons in this direction Excellent artists 
differ in their opinions on this important point In discussing it I must refer to 
some words I wrote in one of the early chapters of this book 

The methods by which actors arrive at great effects vary according to their 
own natures, this renders the teaching of the art by any stnedy defined lines a 
difficult matter 

There has lately been a discussion on the subject, m which many have taken 
part, and one quite notable debate between two distinguished actors, one of the 
English and the other of the French stage 1 These gentlemen, though they differ 
entirely m their ideas, are, nevertheless, equally right The method of one, I have no 
doubt, is the best he could possibly devise for himself, and the same may be said 
of the rules of the other as applied to himself But they must work with their own 
tools, if they had to adopt each other s they would be as much confused as if com 
pellcd to exchange languages One believes that he must feel the character he plays, 
even to the shedding of real tears, while the other prefers never to lose himself for 
an instant, and there is no doubt that they both act with more effect by adhering to 
th'-ir own dogmas 

For myself, I know that I act best when the heart is warm and the head is cool 
In observing the works of great painters 1 find that they have no conventionalities 
except their own, hence they sic masters, and each is at the head oi bis own .school 
They are original, and could not imitate even if they would 

So With acUng, no master hand can prescribe rules for the head of another 
school If, then, I appear bold in pulling forth my suggestions, I desire it to be 
dearly understood that 1 do not present them to original or experienced artists who 
have formed their school, but to the student who may have a temperament akin 
to my own, and who could, therefore, blend my methods with his preconceived ideas 
« » * # 

. The great value of art when applied to the stage is that it enables the per 
former to reproduce the gift [of acting] and so move his audience night after night, 
even though he has acted the same character a thousand umes In fact, we cannot 

J Sir Henry Irving and Constant CoqueLn. 
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act a character too often, if we do not lose interest in it. But when its constant 
repetition palls on the actor it will as surely weary his audience. When you lose 
interest — stop acting. 

This loss of interest on the part of the actor may not be visible in the action or 
pantomime, but unless care and judgment are observed it will assuredly betray it- 
self m the delivery of the language, and more particularly m the long speeches and 
soliloquies. In dialogue the spirit of the other actors senes to stimulate and keep 
him up; but when alone, and unaided by the eye and presence of a companion, 
the old story fails to kindle the fire. An anecdote of [William Charles] Macready 
that I heard many years ago throws a flood of light upon this subject, and as I think 
it too important a one to remain in obscurity I will relate it as I got it from Mr. 
Couldock, and then refer to us influence upon myself and the means I used to profit 
by it. The incident occurred m Birmingham, England, some forty years ago The 
narrator was present and naturally listened with interest to a conversation upon art 
between two such able exponents of it as Mr. Macready and Mrs. Warner. What 
they said referred to an important scene m the tragedy of Werner, which had been 
acted the evening before. 

Mr. Macready, it seems, had much respect for Mrs Warner’s judgment in 
matters relating to the stage, and desired to consult her on the merits and demerits 
of die preceding evening’s performance. As nearly as can be remembered, his ques- 
tion and her reply were as follows 

“My dear madam,” said Macready, “you have acted with me in the tragedy of 
Werner for many years, and naturally must be very familiar with it and with my 
manner of acting that character I have noticed lately, and more particularly last 
evening, that some of die passages in the play do not produce the effect that they 
formerly did. There is a certain speech especially that seems to have lost its power. 
I refer to the one wherein Werner excuses himself to his son for the ‘petty plunder’ 
of Stralcnheim’s gold In our earlier performances, if you remember, this apology 
was received with marked favor, and, as you must have observed, last evening it 
produced no apparent effect, can jou form any idea why this should be? Is it dial 
the audience has grown too familiar with die story ? I must beg you to be candid 
with me. I shall not be offended by any adverse criticism you may make, should 
you say diat the fault is with me.” 

* Well, Mr Macready, since you desire that I should speak plainly," said Mrs. 
Warner, ' I do not think it is because jour audience is too familiar widi the story, 
but because you arc too familiar with it yourself.” 

'I thank you, madam," said Macready, ‘but how docs this mar the effect of 
the speech?" 

‘Thus,’’ said Mrs. Warner. ‘ When you spoke that speech ten years ago there 
was a surprise in your face as though you dicn only realized what you had done. 
You looked shocked and bewildered, and in a forlorn way seemed to cast about 
for words lhal would excuse die crime, and all this with a depth of feeling and 
sincerity that would naturally come from an honest man who had been for the first 
time in ins life accused of theft." 

"Tint is as it should be given," said Macready. “And now, madam?” 

“You speak it,” said his frank critic, ‘like one who has commuted a great 
many theits in his life, and whose ghb excuses are so pat and frequent that he is 
neither shocked, surprised, nor abashed at the accusation.” 
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I thank you, madam,” said the old actor * The distinction may appear at first 
as a nice one, but there is much in it.” 

When I heard the story from Mr. Cculdock it struck me with much force. 
I knew then that I had been unconsciously falling into the same error, and I felt 
that the fault would increase rather than d imini sh with time if I could not hit upon 
some method to check it. I began by listening to each important question as though 
it had been given for the first time, turning the query over in my mind and then 
answering it, even at times hesitating as if for want of words to frame the reply 
I will admit that this is dangerous ground and apt to render one slow and prosy, 
in fact, I was accused, and I dare say quite jusdy, of pausing too long This, of 
course, was the other extreme and had to be looked to, so that it became necessary 
that the pauses should, by the manner and pantomime, be made sufficiently inter 
esting not to weary an audience, so I summed it up somewhat after the advice of 
Mr. (George Henry] Lewes to take time without appearing to take time 

It is the freshness, the spontaneity, of acting that charms How can a weary 
brain produce this quality ? Show me a tired actor and I will show you a dull 
audience. They may go in crowds to see him, and sit patiently through his perform 
ance. They have heard that he is great, they may even know it from past expen 
ence, so they accept the indifferent art, thinking, perhaps, that they are to blame 
for a lack of enthusiasm 

• * # * 

Many instructors in the dramatic art fall into the error of teaching too much 
The pupil should first be allowed to exhibit his quality, and so teach the teacher 
what to teach This course would answer the double purpose of first revealing how 
much the pupil is capable of learning, and, what is still more important, of permit- 
ting him to display his powers untrammeled. Whereas, if the master begins by 
pounding his dogmas into the student, the latter becomes environed by a foreign 
influence which, if repugnant to his nature, may smother his ability 

It is necessary to be cautious in studying elocution and gesticulation, lest they 
become our masters instead of our servants These necessary but dangerous ingre 
dients must be administered and taken in homeopathic doses, or the patient may 
die by being over stimulated. But even at the risk of being artificial, it is better to 
have studied these arbitrary rules than to enter a profession with no knowledge 
whatever of its mechanism Dramatic instinct is so implanted in humanity that it 
sometimes misleads us, fostering the idea that because we have the natural talent 
within, we are equally endowed with the power of bringing it out This is the 
common error, the rock on which the histrionic aspirant is oftenest wrecked. Very 
few actors succeed who crawl into the service through “the cabin windows”, and 
if they do it is a lifelong r egret with them that they did not exert their courage and 
sail at first ‘ before the mast.” 

Many of the shining lights who now occupy the highest positions on the stage, 
and whom the public voice delights to praise, have often appeared in the dreaded 
character of “omnes,” marched in processions, sung out of tunc in choruses, and 
shouted themselves hoarse for Brutus and Mark Antonv. 

If necessity js the mother of tnvenuon, she is the foster mother of art, for the 
greatest actors that ever lived have drawn their early nourishment from her breast. 
We learn our profession by the mortifications we arc compelled to go through in 
order to get a living The sons and daughters of wealthy parents who have money 
at their command, and can settle their weekly expenses without the assistance of the 
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box-office, indignantly refuse to lower themselves by assuming some subordinate char- 
acter for which they are cast, and march home because their fathers and mothers 
will take care of them. Well, they had better stay there! 

* • * * 

...I met., [a] lady... who seemed much interested in Rip Van Winkle 
Among the many questions she asked of me was how I could art the character so 
often and not tire of it. I told her that I had always been strangely interested in the 
part, and fearing that I might eventually grow weary of it, I had of late years so 
arranged my seasons that I played only a few months and took long spells of rest 
between them, but that my great stimulus, of course, was public approval, and the 
knowledge that it must cease if I flagged in my interest or neglected to give my 
entire attention to the work while it was progressing 

“Another question please. Why dont you have a dog in the play?” 

I replied that I disliked realism m art, and realism alive, with a tad to wag at 
the wrong time, would be abominable 

“But don’t you think that the public would like to sec Schneider?” 

“The public could not pay him a higher compliment, for it shows how great 
an interest they take m an animal that has never been exhibited. No, no, ‘hold the 
mirror up to nature’ if you like, but don’t hold nature up — a reflecUon of the thing, 
but not the thing itself. How badly would a drunken man give an exhibition of 
intoxication on the stagel Who shad art a madman but one who is perfeedy sane? 
We must not be natural but appear to be so ” 

EDWIN BOOTH 

(1833 1893) 

The quiet, intelligent acung of Edwin Booth capuvated New York in 1857. 
He brought a new personality and a new style to the American stage which was still 
dominated by the mannerisms of Edvvm Forrest. Booth became the American Ham 
let, dark, sad, poeuc, and melancholy. He played Shakespearean repertory through- 
out the United States and England and was perhaps the last standard bearer of the 
traditional drama m this country. 

Edwin was the son of Junius Brutus Booth, that strange theatrical figure who 
had unsuccessfully competed against Edmund Kean. In the United States the 
elder Booth pursued his career, acting throughout the length and breadth of the 
country. His intense dramatic personality was dissected by Walt Whitman who 
wrote that Booth “illustrated Plato’s rule that to the forming of an artist of the very 
highest rank a dash of insanity (or what the world calls insanity) is indispensable. 
Without question Booth was royal heir and legitimate representative of the Garnck- 
Kcmblc-Stddons dramatic traditions but he vitalized and gave an unnamcable race 
to those traditions with his own electric personal idiosyncrasy. (As in all art utter- 
ance it was the subtle and powerful something special to the individual that really 
conquered )” 

On Booth’s tours went the young Edvvm as companion and keeper of his er- 
ratic* talented father. On his travels Edvvm learned to sing and to play the violin 
and the banjo, but his father did not want him to become an actor. Nevertheless 
Edvvm Booth was schooled m the theatre and made his Erst unheralded appearance 
in 1839 as lrcssei to his father’s Richard IU. The success of the young man made 
managers eager to bill the two together, but the father refused. Perhaps Edwin's 
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career truly began when he replaced his father as Richard III in New York when 
the latter suddenly decided that he would not play But a long period of wide spread 
travels followed before Edwin Booth became a stir in his own right He played in 
California, in Australia, even in the Sandwich Islands Finally returned to the East, 
he successfully starred in Boston in the role of Sir Giles Overreach In 1857 he ap- 
peared in New York in Richard 111 

His success assured, he went to England in 1861 for an engagement In 1863 
while playing in New York his young wife died, and he was driven to seek con 
solation in increased activities Booth leased the Winter Garden Theatre, where in 
1864, he gave his celebrated one hundred night run of Hamlet At the peak of his 
success came another tragic event. His brother, John Wilkes, also an actor, assas 
sinated Lincoln, and Edwin retired from the stage He reappeared, however, in 1866 
and made the Winter Garden Theatre the scene of many notable productions, par- 
ticularly of Shakespearean plays The Winter Garden was destroyed by fire, and 
Booth took to the road, all the lime planning to erect another theatre He opened 
his Booth’s Theatre at Sixth Avenue and Twenty third Street in New York with 
Romeo and Juliet in 1869 Mary McVicker, who became his second wife, played 
Juliet At his theatre until 1874, when financial reverses sent him into bankruptcy, 
Booth gave New York a scries of outstanding Shakespearean performances and pro 
ductions that recalled the days of Charles Kean at the Princess Theatre Losing his 
theatre. Booth again went on tour throughout the United States and again visited 
London where he played with Henry Irving During the American tours, he played 
with Salvmi and with Riston At the end of the Eighties he went on the road with 
Lawrence Barrett, and also played with Modjeska He gave his last performance in 
1891 as Hamlet at the Brooklyn Academy of Music 

Booth’s acting appeared to his contemporaries as something fresh and different, 
a great contrast with that of Forrest The partisanship of the followers of the two 
actors was sharp Booth felt that his acting was ‘somewhat quieter’ than that of his 
faher, representative of the older generation At one point Booth commented that 
he could not “paint with big brushes — the fine touches come m spite of me, and 
it’s all folly to say Don’t elaborate, don’t refine it’ — I can t help it I m too damned 
genteel and exquisite, I s’posc, and some buster with a big voice and a broadaxe 
gesticulation wdl oust me one of these fine days 

In 1880 a critic wrote of Booth ‘Instead of being the slave of ‘tradition,’ I 
found him constantly neglecting old traditional points Edwin. Booth was enu 
nently natural, and to be looked on as an admirable exponent of the more approved 
new school’ ’ Yet when he appeared m England after the ‘ new school ’ of the 
Bancrofts, Fechter, and Irving was well under way, he seemed old fashioned An 
early commentator quoted by Richard Lockndge ( Darling of Misfortune ) struck at 
the heart of Booth’s problem ‘We regard it as Mr Booths misfortune that he is 
divided between two widely different schools of acting— the romantic and die oat 
ural The tradition of his youth, his early observation and training, compelled him 
to the romantic or heroic school His organization, taste, aptitude, perhaps his later 
study also, inclined him to the side of nature But he seems never to have made a 
deliberate choice between the two, his favorite plays are romantic, in his treatment 
he aims at naturalism Hence the incongruity Lockndge points out that by the 
time audiences realized what Booth was trying to achieve with what his first wife 
Mary Devlin called “the conversational, colloquial school of acting. Booths innova 
tions were no longer new. 
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Booth's own cream c methods and his style arc rescaled m his brief comments 
on Edmund Kean and in his excellent footnotes to Othello and The Merchant of 
Venice m the Turncss Variorum edition of Shakespeare. His constant admonition 
m these notes to 'play down” in 'subdued tones, record the subtle artistry of 
tlus great actor 


The Actor’s Tradition 

In my study I have often sat until dawn, alternately reading memoirs of 
great actors of the past, and contemplating their portraits and death masks which 
hang upon the walls, and somehow I seem to dense a more satisfactory idea of their 
capabilities from their counterfeit presentments than from the written records of 
their hies 

What a void in the gallery of old masters of Dramatic Art is made by the ab- 
sence of any portraits of Thespis, Roscius, or Burbage We might perhaps get a 
taste of their quality, could we see some semblance of their features 

My impressions may have no worth They arc offered simply as the mere fan 
cics of one who, while placidly puffing lus midnight pipe, holds communion with 
the departed, not by means of spiritism, but, as I have said, through the medium of 
their biographies, their pictures, and the piaster casu of their dead faces. 

To begin with our earliest tragic actor of whom we base any authentic portrait, 
I can read no line of tragedy in die face of Thomas Betterton, although Cibber* 
opinion must be rcsjicctcd, and I doubt if Quins features, of which I have no like 
ness worth considering, would convince me of his excellence in the higher ran^e of 
tragedy Certainly those of Barton Booth and Sprangcr Barry do not, yet all of them 
manifest much dignity The beautiful features of Garrick evince wonderful mo- 
bility, but they suggest more of the comic than of the tragic quality. All his best 
known portraits depict him as the meomparab’e comedian, even in He garth's 
Richard the expression of horror seems weak, and as his friend and admirer, the 
great Johnson, declared that his death eclipsed the gaiety of nations, I am inclined 
to believe that Davy was more favored by Thalia than by McI|iomcne. O d Macklin 
and George I rcdcrick Cooke gaze at me with hard immobile features, denoting 
great force in a limited tragic range, such as lute, revenge and cunning Nothing 
poetic or sublime can lie found in either countenance, nor anything approaching tic 
humorous, unless it be a leer in the latter s eye which indicates cajolery, of the sa* 
dome mirth of Shy lock, Richard or lago. I cannot imagine c iher of these fa ved 
actors as Itcing satisfactory in Lear. Macbeth, 11a nlct or Othello Troll tile'll 1 turn 
to the nob’e Iront of Kemble, whose calm majestic features seem to say, bee what 
a grace was seated on this brass!' whereon indeed is dearly set tl c u j ros of the 
tragio crown, and then to lus sister, Sul Ions, the urexpresme she, who e bps a id 
eyes nude forever eloquent bv RcynoMs, tell us that Iver jca’oui mother, Me 1 ;** 
mem, cabin J, cnbbd, cunlm d and bound her in t l e limitations ot die awtul eitv’r, 
although lavish Nature gave her the utmost ran e c of human cn.oc.o~t, whether of 
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joy or of gnef, anger, remorse, or the very levity of mirth Neither Kemble nor 
Siddons was able to doff the buskin for the sock successfully Their spheres were 
high, hut circumscribed 

The sweet, sad face of the great German, Ludwig Devrient, and that of his 
nephew, Emil— by many considered the better actor— and the feline loveliness of 
Rachel, which clearly shows the scope of her ability, must be passed by as foreign 
to the subject, my object being simply to compare the portraits of some of the most 
renowned English tragedians, as they affect me, with that of our great Protagonist 
— Edmund Kean 

There is no art to find the minds construction m the face, the living face, 
but Death frequendy reveals some long hidden secret, a gleam of goodliness, a touch 
of tenderness, even a glimpse of humor, which life conceals from us In the uncanny 
case of the head of the dead Kean, which hangs above his portrait opposite my 
desk, I discover the comic as well as the tragic element, and in his ghasdy, yet to me, 
fascinating features, only, do I perceive any trace of the two qualities combined 
All this there is to be seen, by my eyes at least, in the distorted face, even in its last 
agony, wasted by disease and suffering, and more than this, I perceive a smde for 
the weary hearted wife who sobbed forgiveness at his deathbed, loving to the last 

Lewes, who certainly knew more of this subject than I do, and who was appar 
endy a careful critic, says that Kean had his limitation in tragedy, and that he was 
devoid of mirth Lewes, as a lad, had seen Kean in life I have seen only his dead, 
weird beauty, and contemplating this as I have often done, and recalling the words 
of one who acted with and against him, I can hardly agree with Lewes Once and 
only once my father gave me a glimpse of his reminiscences, on that occasion he, 
who seldom spoke of actors or the theatre, told me that m his opinion no mortal man 
could equal Kean in the rendering of Othello’s despair and rage, and that above all, 
his not very melodious voice in many passages, notably that ending with * Farewell, 
Othello’s occupation gone/ sounded like the moan of ocean or the soughing of wind 
through cedars His peculiar lingering on the letter 1 ’ often marred his delivery, 
but here, in the ‘ Farewell," the tones of cathedral chimes were not more mournful 
Now, I believe that he who could, as Kean did, perfeedy express Othello s exquisite 
tenderness, as well as his sombre and fiercer passions, must have been capable of 
portraying the sublimest, subdest, and profoundest emotions The fact that Kean 
disliked to act Hamlet and failed to satisfy his critics in that character is no proof 
ihat his personation was false If it was consistent widi his conception and that 
conception was intelligible, as it must have been, it was true. What right have I, 
whose temperament and mode of thinking are dissimilar to yours, to denounce your 
exposition of such a puzzle as Hamlet? He is the epitome of mankind, not an in 
dividual, a sort of magic mirror in which all men and women see the reflex of them 
selves, and therefore has his story always been, is still, and will ever be the most 
popular of stage tragedies As for the absence of mirth in Kean, the same has been 
said of all actors with features severely molded Kean played piano accompaniments 
to the songs he sang, he told quaint stories, and performed mad pranks in the very 
ecstasy of merriment Besides, he made a giant stride from Harlequin to Hamlet, 
a god like step from the lowest to the highest plane Sull, after treading the boards 
on the stilts of Tragedy, his descent to the lower walk may not have been graceful 
Most pbjers of what is called the old school, which simply means the only school of 
acting, now closed I fear forever, had similar training, but how many have ascended 
the frail ladder of Fame so successfully as Kean? In not retaining the lighter parts 
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of his repertory he showed a worthy ambition to be regarded as a tragedian, a 
denizen only of the highest realm of Art. If he failed to satisfy in the lesser serious 
roles wherein he was but one of a group, it was because, like a riderless racer, he 
felt the need of weight. Accustomed to carry alone the burthen of a tragedy, he 
naturally felt ill at ease when others shared the responsibility with him. 

That the son of the only man who shook this monarch on his throne should 
be so bold in his defense may be considered strange, and indeed it is somewhat out 
of the way of human dealings, but I know that their rivalry was but the result of 
managerial trickery, which for a time estranged them. . . . 

They were so much alike in feature, in manner and in stature — although my 
father boasted of an inch above Kean in the latter particular and in that only — • 
that in the scenes where Booth’s brown hair and blue eyes were disguised by the tra 
ditional black wig of tragedy and by other stage accoutrements, he appeared to be 
the \ery counterpart of his black-eyed, swarthy rival. Their voices were unlike— 
the latter’s harsh and usually unpleasing to the ear, the former’s musical and reso- 
nant. Their reading of the text was not the same. Kean was careless, and gave 
Hashes of light after intervals of gloom. Booth was always even, a careful expounder 
of the text, a scholar, a student and — but enough of comparisons, they were made, 
ad nauseam, long years ago, and belong to the written history of the London stage, 
they need have no admission here. Suffice it that the mere similitude stamped the 
second comer as an mutator, although he had never seen his predecessor. Kean said, 
and I believe him, that he had never seen Cooke act, nevertheless many critics de- 
clared him to have been a copyist of the great George Frederick. 

The word imitation seems to be used as a slur upon the actor alone. The painter 
and the sculptor go to Italy to study the old masters, and are praised for their good 
copies after this or that one. They are not censured for imitation, and why may not 
the actor also have his preceptor, his model? Why should he be denounced for fol- 
lowing the footsteps of his old master? Why should he alone be required to depart 
trom tradition ? True, other artists see the works of their predecessors and can re- 
tain or reject beauties or blemishes at will, but the actor relies solely on uncertain 
records of his master’s art, and thereby is frequently misled into the imitation of 
faults, rather than into the emulation of virtues. 

In the main, tradition to the actor is as true as that which the sculptor perceives 
in Angelo, the pamter in Raphael, and the musician in Beethoven, all of these artists 
having sight and sound to guide them I, as an actor, know that could I sit in front 
of the stage and see myself at work I would condemn much that has been lauded, 
and could correct many faults which I feel are mine, and which escape the critic’s 
notice But I cannot see or hear my mistakes as can the sculptor, the painter, the 
writer, and the musician. Tradition, if it be traced through pure channels, and to 
the fountain head, leads one as near to Nature as can be followed by her servant 
Art Whatever Betterton, Quin, Barton Booth, Garrick and Cooke gave to stage 
craft, or as we now term it, business, they received from their predecessors, from 
Burbage, and perhaps, from Shakespeare himself, who, though not distinguished as 
an actor, well knew what acting should be, what they inherited in this way they 
bequeathed in turn to their art, and wc should not despise it. Kean knew without 
seeing Cooke, who in turn knew from Mackhn, and so back to Betterton just what 
to do and how to do it. Their great mother Nature, who reiterates her teachings 
and preserves her monotone in motion, form and sound, taught them There must 
be some similitude in all things that are True ... 
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cause a laugh; be careful of that “point” Would the heroic Hebrew have stooped 
to such a paltry action? No, never, in the very white heat of his pursuit of ven- 
geancel But vengeance is foreign to Shyloch’s thought, ’us revenge he seeks, and 
he gets just what all who seek it get — ‘sooner or later,” as the saying is. Had his 
motive been the higher one, Shakespeare would have somehow contrived his success 
without doubt, but Shylock had grown too strong for him. Tis said, you know, 
that he had to kill Mercutio, else the merry fellow would have killed the tragedy; 
so Shylock would have killed the comedy had he been intended to typify Veng- 
eance The storm-cloud of his evil passions having burst, he is forgotten in the 
moonlight of fair Portia’s gardens. 

WILLIAM HOOKER GILLETTE 

(1855 1937 ) 

In the movement toward a more realistic presentation of character and events 
both by the dramatist and the actor, William Gillette holds an important place. He 
was the son of a United States Senator, and although he achieved early notice as 
an actor, he attended classes at several colleges to give himself a wider range of edu- 
cation and experience His first writing efforts were collaborations and adaptations. 
His original play, Held by the Enemy, is called by Arthur Hobson Quinn (A His- 
tory of the American Drama ) the “first important drama of the Civil War.” The 
atmosphere and the characterizations of the play were carried forward with great 
success in Gillette’s most popular play Secret Service, the story of a Civil War spy. 
In the cool headed yet sympathetic figure of the spy, Captain Thorne, Gillette cre- 
ated one of his best parts He also adapted and acted the tide role in Sherloc\ 
Holmes 

Gillette’s essay "The Illusion of the First Time m Acting" is an excellent 
analysis of some of the problems that face the actor who plays in realistic drama. 
Other American actors had discussed this problem, but Gillette tackled two of the 
crucial difficulties encountered by the actor who wants to create a lifelike portrait 
of a character realistically delineated by the author. When the emphasis in drama 
shifted from universal truth and poetic utterance to a slice of life presented within 
the proscenium arch, the actor's art shifted from attenuon to the broader strokes of 
character, posture, and recitation to the illusion of reality created by a myriad of 
realistic details. If life on the st3gc was to be “simulated life as it is lived,” to use 
Gillette’s own words, rather than a transcendence of reality, then the actor faced 
more than cv er the necessity of making each performance seem to present the char- 
acter going through his realistic actions for the first time. 

This emphasis on “simulated life” led Gillette to the position that the Protean 
versatility, so admired in earlier theatrical days, was not a desirable goal for the 
actor. In Gillette's opinion the actor was to build his characterizations on the domi- 
nant qualities of his own personality. He would succeed in roles where there was 
a close relaUon between the fictional attributes of the character and the indivtd 
uality of the actor. That Gdlettc took these two problems as the focal point of his 
discussion of acting is in itself evidence that the rcalisuc drama ushered in a new 
evolution of the actor's problems and his goals. 
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The Illusion of the First Time in Acting 

So far as painted, manufactured and mechanical elements [of the play] are 
concerned, there is comparatively litdc trouble To keep the-e things precisely as 
much in the background as they would appear were a similar episode in actual life 
under observation — and no more — is the most pronounced difficulty But when it 
comes to the Human Beings required to assume the Characters which the Direc 
trons indicate, and not only to assume them but to breathe into them the Breath of 
Life — and not the Breath of Life alone but all other elements and details and items 
of life so far as they can be simulated, many and serious discouragements arise 

For in these latter days life-elements are required Not long ago they were not. 
In these latter days the merest slip from true life simulation is the death or crippling 
of the character involved, and it has thereafter to be dragged through the course 
of the play as a disabled or lifeless thing Not all plays are sufficiently strong in 
themselves to carry on this sort of morgue or hospital service for any of their iro 
portant roles 

The perfeedy obvious methods of character assassination such as the sing song 
or “reading” intonation, the exaggerated and grotesque use of gesture and facial 
expression, the stilted and unnatural stride and strut, cause little difficulty These, 
with many other inherited blessings from the Palmy Days when there was acting 
that really amounted to something, may easily be recognized and thrown out. 

But the closeness to life which now prevads has made audiences scnsime to 
thousands of minor things that would not formerly have affected them To lllus 
trate my meaning, I am going to speak of two classes of these defects . There 
arc plenty more where these two came from I select Uiese two because they are 
good full ones, bubbling over with dramatic death and destruction One f shall 
call— to distinguish it, the ‘ Neglect of the Illusion of the First Time , the other, the 
‘ Disillusion of Doing it Correctly ” There is an interesting lot of them which might 
be assembled under the heading the * Illusion of Unconsciousness of What Could 
Not Be Known ’ — but there will not be time to talk about it All these groups, 
however, are closely related, and the First Time one is fairly representative And of 
course I need not tell you that we have no names for these things — no groups — no 
classification, we merely fight them as a whole — as an army or mob of enemies that 
strives for the downfall of our life simulation, with poisoned javelins I have sepa 
rated a couple of these poisons so that you may see how they work, and incidentally 
how great little things now are 

Unfortunately for an actor (to save time I mean all known sexes by that), un 
fortunately for an actor he knows or is supposed to know his part He is fully aware 
—especially after several performances— of what he is going to say The character 
he is representing, however, does not know what he is going to say, but, if he is a 
human being, various thoughts occur to him one by one, and he puts such of those 
thoughts as he decides to, into such speech as he happens to be able to command at 
the time Now it is a very difficult thing — and even now rather an uncommon thing — 
for an actor who knows exaedy what he is going to say to behave exaedy as though he 
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ilidn t, to let his thought (apparently) occur to him as he goes along, even though they 
are there in his mind already, and (apparently) to search for and find words by which 
to express those thoughts, e\ en though these words are at his tongue s very end That s 
the terrible thing — at his tongues very end! Living and breathing creatures do not 
carry their words in that part of their systems, they have to find them and send 
them there — with more or less rapidity according to their facility m that respect — 
as occasion arises And audiences of today, without knowing the nature of the 
fatal malady arc fully conscious of the untimely demise of the character when the 
actor portraying it apparently fails to do this 

In matters of speech, of pauses, of giving a character who would think time 
to think, m behavior of eyes, nose, mouth, teeth, cars, hands, feet, etc., while he 
does think and while he selects his words to express the thought — this ramifies into 
a thousand things to be considered in relation to the language or dialogue alone 

This menace or death from Neglect of the Illusion of the First Time is not con 
fined to matters and methods of speech and mentality, but extends to every part 
of the presentation, from the most climacteric and important action or emotion to 
the most insignificant item of behavior — a glance of the eye at some unexpected 
occurrence — the careless picking up of some small object which (supposedly) has not 
been seen or handled before Take the simple matter of entering a room to which 
according to the plot or story, the character coming in is supposed to be a stranger, 
unless there is vigilance the actor will waft himself blithely across the threshold, 
conveying the impression that he has at least been born in the house — finding it 
quite unnecessary to look where he is going and not in the least worth while to 
watch out for thoughdess pieces of furniture that may, in their ignorance of his 
approach, have established themselves in his path And the different scenes with 
the different people, and the behavior resulting from their behavior, and the love 
scenes as they are called — these have a hide tragedy all their own for the performers 
involved, for, if an actor plays his part in one of these with the gende awkward 
ness and natural embarrassment of one in love for the first time — as the plot sup- 
poses him to be — he will have the delight of reading the most withering and caustic 
ridicule of himself in the next day s papers, indicating in no polite terms that he is 
an awkward amateur who does not know his business, and that the country will be 
gready relieved if he can sec his way clear to quitung the stage at once, whereas 
if he behaves with the careless ease and grace and fluency of the Palmy Day actor, 
sofdy breathing airy and poetic love messages down the back of the lady s neck as 
he feelingly stands behind her so that they can both face to the front at the same 
time, the audience will be perfeedy certain that the young man has had at least 
fifty seven varieties of love affairs before and that the plot has been shamelessly lying 
about him 

The foregoing are a few only of the numberless parts or items in drama presen 
taUon which must conform to the Illusion of the First Time But this is one of 
the rather unusual cases in which the sum of all the parts docs not equal the whole 
For although every single item from the most important to the least important be 
successfully safe guarded, there yet remains the spirit of the presentation as a whole 
Each successive audience before which it is given must feel — not think or reason 
about, but feel — that it is witnessing, not one of a thousana weary repetitions, but a 
life episode that is being lived just across the magic barrier of the foodtghts That 
is to say, the whole must have that indescribable life spirit or effect which produces 
the Illusion of Happening for the First Time Worth his weight in something cx 
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tremdy valuable is the stage-director who can conjure up this rare and precious 
spirit! 

The dangers to dramatic life and limb from the ‘ Disillusion of Doing It Cor 
reedy are scarcely less than those in the First Time class, but not so difficult to 
detect and eliminate Speaking, breathing, walking, sitting, rising, standing, gestur 
ing — in short behaving correctly, when the character under representation would 
not naturally or customarily do so, will either loll that character outright or make 
it very sick indeed Drama can make its appeal only in the form of simulated life 
as it is lived — not as various authorities on grammar, pronunciation, etiquette, and 
elocution happen to announce at that particular time that it ought to be lived 

But we find it well to go much further than the keeping of studied and un 
usual correctness out and to put common and to be-expected errors m when they 
may be employed appropriately and unobtrusively To use every possible means 
and device for giving drama that which makes it drama — life simulation — must be 
the aim of the modern play-constructor and producer And not alone ordinary er 
rors but numberless individual habits, traits, peculiarities are of the utmost value 
for this purpose 

Among these elements of life and vitality but gready surpassing all others in 
importance is the human characteristic or essential quality which passes under the 
execrated name of personality The very word must send an unpleasant shudder 
through this highly sensitive assembly, for it is supposed to be quite the proper and 
highly cultured thing to sneer at personality as an altogether cheap affair and not 
worthy to be associated for a moment with what is highest in dramatic art Never 
theless, cheap or otherwise, inartistic or otherwise, and whatever it really is or is 
not, it is the most singularly important factor for infusing the life illusion into 
modern stage creations that is known to man Indeed, it is something a great deal 
more than important, for in these days of drama s close approximation to life, it is 
essential As no human being exists without personality of one sort or another, an 
actor who omits it in his impersonation of a human being omits one of the vital 
dements of existence. 

In all the history of the stage no performer has yet been able to simulate or 
make use of a personality not his own Individual tricks, mannerisms, peculiarities 
of speech and action may be easily accomplished They are the capital and stock in 
trade of the character comedian and the lightning change arUst, and have nothing 
whatever to do with personality 

The actors of recent times who have been universally acknowledged to be great 
have invariably been so because of their successful use of their own strong and com 
petting personalities in the ro/es which they made famous And when tney under 
took parts, as they occasionally did, unsuited to their personalities, they were great 
no longer and frequently quite the reverse The dder [Tommaso] Salvinis Otneuo 
towered so lar above alt other rendmons of the character known to modern times 
that they were lost to sight boow it His Gtauiator was supero His Hamlet was an 
unfortunate occurrence His personality was marvelous tor Oiheilo and the Oiad 
jator, but unsuited to the Dane Mr Booth s personality brought turn almost adora 
tion in his Hamlet— selecuons from it served him wen in lago, Kichcneu, and one 
or two other roies, but tor Utneuo it was not ail mat could ue uesircu And lienry 
Irving ana hJien terry and luodjeska, Janauscnek and Joseph Jetterson ana iviary 
Anderson each and every one at them with marvelous skill transferred tneir per 
sonaliues ’to the appropriate roles fc.ven now— once in a while— one may see i<ip 
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Van Winkle excellently well played, but without Mr. Jefferson's personality. There 
it is in simple arithmetic for you — a case of mere subtraction. 

As indicated a moment ago I am only too well aware that the foregoing view 
of the matter is sadly at variance with what we are told is the highest form of the 
actors art. According to the deep thinkers and writers on matters of the theatre, 
the really great actor is not one who represents with marvelous power and truth to 
life the characters within the limited scope of Ins personality, but the performer 
who is able to assume an unlimited number of totally divergent roles It is not the 
thing at all to consider a single magnificent performance such as Salv ini’s Othello, 
but to discover the highest art we must inquire how many kinds of things a man 
can do This, you will observe, brings it down to a question of pure stage gym- 
nastics. Watch the actor who can balance the largest number of roles m the air 
without allowing any of them to spill over. Doubtless an interesting exhibition if 
you arc looking for that form of sport In another art it would be ‘ Do not con 
sider this mans paintings, even though masterpieces, for he is only a landscape 
artist. Find the chap who can paint forty different kinds ” I have an idea the 
theatre going public is to be congratulated that none of the great stage performers, 
at any rate of modern times, has entered for any such competition. 

RICHARD MANSFIELD 

(1857 1907) 

The earliest phases of Mansfields career saw him as a monologist and then as 
a singer in the DOjly Carte Gilbert and Sullivan Company. Mansfield’s mother, 
the former Ermima Uudersdortf, had been a distinguished Continental ofieratic 
soprano. In 1882 Mansfield arrived in New York from England, and after an ap- 
pearance in die comic opera Three Black Cloaks he played small parts at die Union 
Square Theatre. When Stoddart turned down the part of an old roue, Baron Chevrial 
in A Parisian Romance, Mansfield was offered the role which was to make him 
famous. Biographers recall that Mansfield used every resource at his command to 
compose his performance of the old rake He studied the type in hospitals, in the 
clubs, and sought the advice of doctors on the physical disorders of this kind of 
man. It is said that while he was working on the part Mansfield scarcely ate or slept. 
On the eve of his performance Mansfield told some friends, ‘Tomorrow night I 
shall be famous. Come and see the play.’’ On the first night follow mg the scene 
in which the old hedonist dies, “champagne glass in hand," the audience recalled 
the actor a dozen times with wild enthusiasm. Mansfield was famous. 

Always fortunate in his roles, a senes of hits from 18S7 to 1893 — Pnnee Karl, 
Doctor Jckyll and Mr. Hyde, Richard III, The Merchant of Venice, Cyrano de 
Bergerac, Beau Brummel (especially written for him by Clyde Titch) established 
Mansfield as a leading American player. In IS94 his producuon of Arms ard the 
Man introduced Shaw to America. Another Mansfield first was his staging in 1907 
of Peer Cynt During this season Mansfield was already suffering from cancer and 
was soon too ill to perform. He died in August of that year. 

Norman Hapgood’s contemporary review of Mamiscld s Henry V in 1900 in- 
dicates some of the quaimes which made hun respected as an actor and manager. 
’Mr. Mansfield’s performance of Henry showed his skill as an actor to a high de- 
gree. Many players carefully choose roles that fit their personalities. Not so Mr. 
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Mansfield Famous for satire and character parts, he now stood forth as a king 
who was half warrior and half saint, so that every stroke the actor made had to be 
with his talent against his natural physical characteristics Nonetheless he gave a per 
formancc of the extremely difficult role which was in every way worthy to stand 
among this able and varied actor s proudest achievements ’ 


Originality 

Hans Christian Andersen once attended a performance of Shakespeare s 
Tempest as presented by an actor of great reputation He stated afterward that in 
spite of the magnificence of the production, which he described at great length, he 
would prefer seeing the play in a barn provided the actors engaged spoke their 
words clearly, and with sense and feeling I am quite of Mr Andersen s opinion. 
The extravagance of the stage today is alarming It is not only alarming it is the 
rum of the pure drama There seems to be a perversion of the advice concerning 
the mirror and nature entirely in favor of inanimate objects and we are called 
upon to admire the ingenuity of the master carpenter and the fidelity of the scene 
painter, to the almost entire extinction of the art, pur et simple of the actor What 
is the art of the actor ? It is the expression in voice, in word, in face, and m form 
of the emotion born of the situation devised by the author The voice must be the 
voice of the peculiar individual portrayed by the actor, attuned to the emotion, it 
must be either harsh or gentle, winsome or repellent, powerful or feeble, but it 
must never betray the limit of the organ The words, no matter what the voice 
may be, must be comprehensible That is the first duty the actor owes the author, 
at least. The eye, the mouth, the figure, must be in harmony 

An actor, in portraying various characters diametrically opposite, has no right 
to offer his own personality in each That is not the art of acting The business 
sense of a man who has learned that the more the public is familiarized with the 
individuality of an actor the greater his popularity, is a poor excuse for bad acting 

The true student will merge himself in the character he presents, and he will 
present each creature as he conceives him, or as the author has painted him A man 
who cannot so envelope himself in the robe of the part, who cannot be this man today 
and that man tomorrow, no matter how smart a fellow he may be, cannot be con 
sidcred an actor 

There arc numberless professions open to clever people without voices and 
without other necessary requirements for the stage They may be statesmen, and 
some actors of reputation seem to enjoy an ability in that direction far beyond any 
qualification for our art, they may be priests and parsons, ihev may be barristers 
and lawyers — in all these parts they need never rob the public of a view of their 
own inestimable personality, upon the stage they must It is absurd for Fagin to 
be Romeo, and Romeo, Benedick — you may label them, but there is no deception, 
and the art of the actor is deception 

Tune was when an actor declaimed the lines of Shakespeare, and that was 
enough It isn t enough today The world does not stand still, nor does the art of 
acting Declaiming is not acting, the actor must pretend to be what he is not, he 

Richard Mansfield Concerning Acting New York The North American Review, Septem 
ber 18?4 pp H7 J40 
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must be what he pretends to be There is a royal road to success — it is humbug 
There is no royal road to success on legitimate lines — it means endless labor, heart 
ache, sorrow, and disappointment If you desire to be an actor, you must choose 
the latter — you will be welcome The actor lives for his art, the world may sec the 
pictures he paints, the lessons he inculcates, he breathes life into them for a mo- 
ment, they fade away and die, he leaves nothing behind him but a memory The 
actor has no connection with scenery and mechanism, he does not perceive them — 
he should not know that they surround him, the picture of the place, be it what 
it may, is the creation of his fancy, and what he sees there he contrives to communi 
cate to lus audience He can, if he will, bring with him the salt air pf the sea, the 
perfumed atmosphere of the boudoir, the flower scented zephyr of the grove, or 
the dank breath of the cloister His day is study, his evening the result He should 
have no opinions to buy, no critics to placate, no axes to grind or wires to pull 
You can buy opinions one way or another, you can win hosts of friends, you can 
grind axes and pull wires, and achieve wealth and fame, but you will not achieve 
art! And the crowd of sycophants and courtiers cannot still the voice within that 
tells you every hour, You re a lie! * 

Do not be led away by men who tell you to be original — in other words, to 
be odd and eccentric and to attract attention to yourself by these means Do not 
strive to be original, strive to be true! If you succeed in being true, you will be 
original If you go forth to seek originality, you will never find truth If you go 
out to seek truth, you may discover originality Do not be dazzled by the success 
of chicanery or charlatanism You will not find it satisfying, for, however much you 
may impress others, you will never believe in yourself, unless you arc insane The 
mediocre actor generally enjoys popularity, he offends no one and arouses no jeal 
ousies — and mediocrity is easy of comprehension The merchant will tell you that 
the rarest products are unsalable 

The actor who plays to the groundlings, who has a good word for everyone, 
who has never racked his nerves or tortured his soul, who has not earned his bread 
and salt with Kummei und Noth, who has not realized the utter impossibility of 
ever accomplishing his ideal, who is not striving and searching for the better m art, 
who is content to amass wealth by playing one part only, the actor, m short, who 
is not unsatisfied, is a poor fool of an actor 

It is impossible for an actor to attempt an arduous role and having done his 
full duty to be as unruffled and calm and benign as a May morning 

The very center of his soul has been shaken, he has projected himself by force 
of will into another being, another sphere — he has been living, acting, thinking an 
other mans life, and you cannot expect to find him calm and smiling and tolerant 
of small troubles, dumped back on a dung heap after a flight to the moon 

If, when the curtain has fallen, you meet this clever calculaung and diplomatic 
personage, know that you are not in the presence of an actor He is, no doubt, a 
thousand times more pleasant to encounter, more charming in society, gratissimus 
to the fatigued, harassed, often humiliated and misunderstood newspaper hack — 
but he is not an actor 

The actor is sut generis, and in the theatre not to be judged by the ordinary 
rules applied to ordinary men The actor is an extraordinary man, who every cvc 
rung spends three hours or more in fairyland and transforms himself into all kinds 
of odd creatures for the benefit of his fellow men, when he returns from fairyland, 
where he has been a king or a beggar, a criminal doomed to death, a lover in 
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despair, or a haunted man do you fancy the aspect of the world and its peoples 
is not tinged with some dinging color of his living dream? 

The actor’s art will be more widely honored by thinking men when they die 
cover in the actor the unostentatious manners of a simple gentleman Men will 
not blame the actor for eccentricities or idiosyncrasies which he may have inherited, 
or for which nature or ill health is responsible, they will accept them as they ac 
cept them m other friends, but they will be swift to perceive their assumption for 
a purpose 

Aside from the personal opinion of individuals the public has no concern what 
ever in the private life of the actor, it belongs to him as much as it belongs to the 
lawyer, the painter, the writer, or the architect, or to any other free born citizen 

The stage is the actor’s studio and gallery of exhibition away from it his deeds 
are of no moment, and many actors would be less known and others more popular 
if the world judged the actor only by his work 

Society, as a whole, cares very little for art. True art without the humbug is 
as little tolerated m society as a nude figure 

EDWARD HUGH SOTHERN 

(1859 1933) 

JULIA MARLOWE 

(1870 ) 

Edward Hugh Sothern was the son of a celebrated nineteenth century actor Hts 
father, Edward Askew Solhern, though English born, made his way on the Amen 
can stage His great role was that of Lord Dundreary in Our American Cousin 
a part which he built up with the eccentric touches from his own imagination Many 
English actors, such as Squire Bancroft, studied his charactenzation The son, Ed 
ward Hugh, was educated in England, but joined his father in the United States 
and made his debut at the Park Theatre in 1879 He failed through terrible stage 
fright 

Later he acted with various companies in the United States before he achieved 
success He was made a leading man by Daniel Frohman when Frohman took over 
the Lyceum Theatre in 1886 He built up his reputation as a light comedian and 
as an actor of romantic parts One of his successes was Rudolf in The Prisoner of 
Zenda in which he toured the country His revival of his fathers role in Our 
American Cousin was extremely popular In 1904 he began his association with 
Julia Marlowe m Shakespearean repertory under the aegis of Darnel Frohman In 
1911 they were married Sothern and Marlowe from that time on were identified 
with the roles of Shakespeare In 1907 and in 1926 they presented their repertory 
m England Arthur Symons said of them * We have actresses who have many kinds 
of charm, actors who have many kinds of useful talent, but have we in our whole 
island two actors capable of giving so serious, so intelligent, so carefully finished, so 
vital an interpretation of Shakespeare, or, indeed of rendering any form of poetic 
drama on the stage as the Englishman and Englishwoman who came to us . in 
the guise of Americans Julia Marlowe and Edward Sothern? ’ 

In the lively dialogue from hts autobiography Sothern reviews the long argu 
ments concerning the actor as an artist and the study needed by the actor to achieve 
greatness on the stage. 
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mem. The difference is this the musician’s instrument is made by the hand of man, 
the actor’s instrument is made by the hand of God. But — and here is the crux— 
the actor’s instrument being himself— his own limbs, e)c$, voice— the studied exer- 
cise of these members and faculties would seem to the vulgar mind... that the 
trained, premeditated, selected, tasteful, inspired use of these faculties requires no 
art, no method of ‘doing well some special work,* to quote from Webster’s definition 
of art again.” 

Said “Me": “Any one can walk and talk and look and gesticulate," 

"True," said I, “any one can do so in nature, but any one cannot do so with 
premeditated art”. ... 

“Of course,” said “Me," “jou as an actor desire acting to be looked upon as 
an art.” 

“Assuredly I do," said I “And there is the difficult) It is hard for the plajer 
to speak for himself, a special plea seems a specious plea The last person who 
is permuted to base an opinion concerning the an of acting is the actor It is ad 
muted that he can know nothing about it 

“I tell >ou an actor can’t speak for himself I must confound >ou with author! 
tics. Perception, selection, arrangement, execution these are the steps of the artist 
in any art. These are the steps of the actor in the playing of his part. ‘All artists 
have an individual style, a manner,’ sajs Lewes It is a fact, little understood by 
imitators, that the spots on the sun in no wise warm the world, and that a deficiency 
in light and heat cannot be replaced by a prodigality of spots ' A certain clever 
mimic had the good taste to perpetrate a burlesque of Henry Irving at a club supper. 
Irving complimented him and said* ‘Excellent! excellent' Exaedy like me. Why 
don’t you play my parts?’ Why indeed?’’. . 

I conunucd. “A dieatrical manager once wrote a volume to prove that acting 
was merely a collection of tricks, and that if one could learn all the tncks of all the 
celebrated actors one could exhibit or teach the art to the multitude with exactness 
This, of course, is as though we should select all the mannerisms of all the distm 
guished painters, and exhibit them in one painting, or the styles of all the poets 
and combine them in one poem. ‘Not from without in, but from within out/ speaks 
the artist. His mind informs and illuminates his medium, not his medium his mind 
On the other hand, we should surely study the results achieved by the great actors, 
the means by which they secured their effects, just as one studies die old masters of 
painting or the giants of literature. At last one will formulate a st)Ic of one’s own, 
as Robert Louis Stevenson relates that by practicing many styles he found himself 
The facets of individuality are infinite, but each can reflect nature. 

. . . “Tell me, and speak the truth, why do people go on the stage?” 

“Some to make a living, as men preach or write books or sell pickles, some 
who arc draw n to the drama as a means of expression ” 

‘Expression of what?” yawned ‘Me" 

‘Of themselves, their conception of beauty, of life, or the ideal, as a vent for 
die imagination ... The imaginauon is exercised to an even greater extent in act- 
ing than in mere contemplation. I am not speaking of the gratification of the aud- 
itor, that is a separate matter, f mean the experience of the plajer. A man who 
can act, experiences an added exaltation over and above that of the simple reader. 
To passively absorb the poet’s thought is a small sausfacuon compared to the elation 
of acung gready a great part, and conducting die emotions of an assembly as one 
conducts a vast orchestra. Shakespeare’s plajs were written by an actor for actors 
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The Eloquence of Silence 

by Julia Marlowe 

A carefully trained \oicc, able to follow all the 1 windings of the lengthened 
oh, ’ is, of course, of great importance to the actress, jet it would seem to me, from 
observing great plajers, that they achieve their most impressive results through dc 
picung m the countenance the events of the soul 

Too much importance has been given to the human voice It is for this reason 
that many plajers have given their whole attention to ns cultivation, forgetung that 
in the delineation of character by impersonation, there are other and even more 
important aids 

It is curiously the case that very many great 3ctors were woefully deficient in 
the matter of enunciation It was said, for example of the great Colley Cibber that 
he had a shrill voice apt to crack, that Bettertons voice was low and grumbling, 
like the notes of a harp played upon with a hammer that Garricks generally 
failed him m great roles and that Edmund Kean s was generally hard and husky, 
not naturally agreeable, and was wont to mount into a squeak 

John Philip Kemble, generally acknowledged during his time as a great actor, 
was constantly twitted by dramatic writers on account of his painfully singular enun 
ciation Reviewers of her time generally referred to Peg Woffingtons voice as being 
harsh and Mrs Abington s as not naturally pleasing to the ear Another case in 
point is that of the famous Trench actress, Sophie Arnould She was a great favor 
ite during the time of Louis XIV and holds a high place among the idols of the 
Trench stage Yet it was said of Sophie that she had the finest asthma ever heard 
It will be seen then, that these eminent plajers were able to achieve distinction 
in their calling despite the fact that their voices possessed qualities ungrateful to the 
car In other words, they were able to delineate and depict the deep events of the 
soul Great acting then docs not depend upon the voice solely Indeed, some of the 
most cflccUvc pieces of acting arc achieved solely through the ability ot keeping 
silent. A poet during Garrick s time hit off this truth in a couplet 
A single look more marks the internal woe 
Then all the windings of the lengthened oh 
I recall, when a joung girl, the first time I saw Edwin Booth He and Law 
rencc Barrett were appearing in Othello Barrett impersonated Othello, and Booth 
Iago As I had never seen Booth I did not know him when he appeared on the 
scene Suddenly I discovered a figure at the back of the stage intently watching the 
Moor You could see plainly that he contemplated some demoniac act His eye and 
manner at once caught the attention of the house long before he had said a word 
The look on his face was crafty and devil like This one incident proved to me 
that there was very much more in acting than the polished delivery of lines 

I recall an even more striking example Years ago, I saw a dramatization of 
Zola s novel, Therese Racqutn In this play there was the character of an old woman 
who became paralyzed through seeing a murder committed This character during 
the entire action of the piece uttered not a word, and pretended that she could not 

Jul a Marlowe The Eloquence of S lence New York The Green Book Afajai ne Volume IX 
Number J March 1913 pp 3SJ 40J Copyr ghc 1913 By percuss on of Mrs Edward Hugh 
Sothcrn 
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hear. The audience knew that this was a ruse, jet she sat through the enure acuon 
o£ the play listening to the conversation of the guilty persons Now this old woman, 
who did not once use her voice after the paralytic stroke, proved to be the most im- 
portant figure in the play. 

In Gordin's The Kreutzer Sonata, there is quite a remarkable example of the 
eloquence of silence. It will be recalled by those who saw the play that the wife, 
suspicious of her husband, sits down in silence by the window during an enure 
evening. The woman’s sister and her husband have gone to the opera. She utters 
not a word, and after some little ume, during which there is a most impressive 
silence, the curtain descends. Three hours are supposed to elapse before the next 
act, and when the curtain rises, the woman is still in the same atutude, silently medi- 
tating This device pictured better than words her agonizing state of mmd. 

Another equally effective example is supplied by Crime and Punishment , a 
dramatization of Dostoyevsky’s novel, which Paul OrlenefI, the famous Russian actor, 
presented in New York two years ago A erme described this incident 'The scene 
is in a little drinking place. A few stolid, roughly dressed men sit around wooden 
tables, with vodka before them. Among them is an old, broken-down drunkard. 
Orlcneff, as the student Raskolmkoff, enters, seats himself before a glass of vodka, 
and listens to the old drunkard telling the story of his life. 

‘ For nearly half an hour Orlcneff docs not say a word, and hardly moves. As 
the old man tells about his wife and children, how drink has ruined him and his 
family, how his joung daughter has sold her virtue for the sake of the others, how 
he has learned to adore and worship the abandoned girl, who seems to him almost 
a saint, Orleneff’s face, without the help even of his hands, reflects the drama in the 
old man’s life. It does far more than that. By subtle, perfectly natural pantomime, 
the actor expresses not only sympathy and growing understanding of the old drunk 
ards situation, but a solemn, intensely serious criucism of all that poverty means. 
One feels that the Russian student is in line with the Nihilist tradition of Russia, 
and that what has been theoretical philosophy with him is taking concrete form as 
he listens to the old man It is one of the most dramatic scenes I ever witnessed, 
and jet nothing happens in the usual sense of the word. But OrlencfFs face tells 
die story of what is happening to him spiritually, and that accounts for die mur- 
ders he commits in the next act.” 

A similar case is to be found in Bernstein’s play The Thief. It will be recalled 
that the husband, while extracting a confession from his wife, utters not a word — 
a most c If ecus c piece of stage business. . . . 

The inability to listen and to depict in the countenance what others have said 
has spoiled many a good actress. Only last winter I saw a joung actress in a comedy 
who, had she not slighted this necessary requirement, would have been a most cf 
fccuve performer. When called upon to speak a line, or enter actively in a scene, 
she was excellent, but during intervals in which she was not engaged, she seemed 
utterly unconscious of what was going on. Her stolid inability to enter into die 
life of the play gready marred its cdecUvcness, and utterly ruined her own part m it. 

Wc have seen that many great actors such as Betterton, Garrick, Kean, Kemble, 
Woffington, and others, though handicapped bj faulty enunciation, jet rose to the 
highest dmincuon in their calling. Thc^c actors, however, were exceptions to the 
rule, for we arc informed that Barrj’s voice “could charm the birds oil the bushes , 
that Mrs Oldiicld s was particularly adapted to die proper imerpretauon of npples 
of daintiness and fascinating fiction, and tint Forrests was like the martial music 
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of a tramping host But after all, it is the actor with an eye speaking like the star 
of night, who has won the greatest applause A look often speaks volumes and re 
veals what the tongue could not — the silent rhetoric of persuading eyes The 
voice is important only when in use, the eye is never at rest I think it was the late 
George Meredith who said that the Sash of a womans eye is an idea striking a 
light inside 

There is grandeur in stillness, and it is the eye that is the mind s signal and the 
soul s interpreter It is the actor s chief business to express the emotion of the hu 
man heart. The eye discloses the tumult that rages within, and speaks the inner 
thought even more completely than can the tongue It has a language of its own 
— an expression that is as far above any language as the eternal firmament is above 
the ephemeral butterfly 

Horace Walpole said that the voice of Mrs Cibber the soul of Mrs Pritchard 
and the eye of Garrick, formed a combination which in one actor would render him 
superior to all the actors the world had seen or should see Walpole does not, how 
ever, give his opinion as to which of these — the voice or the eye — is more important 
Howneit, Garrick was the greatest of the trio and it was his eyes and expression 
that made him so 

The imperfection of Edmund Keans voice has been alluded to yet a writer 
who had known him said He was remarkable for the silence and shyness with 
which he took his scat in the green room, his eye alone discoursing most eloquent 
music. His eyes at times threatened like a loaded and leveled pistol, gleaming 
with scorching lustre All who saw htm act were struck with their marvelous power 
in which might be seen the flash and outbreak of a fiery soul He was able to still 
an angry audience with a single look, and in his most tragic flights, the superb play 
of his eye was said to be magnificent Beneath the drooping lashes slept a world 
of eloquent meaning 

All the mighty histnons of the dead past had singularly beautiful and expres 
sive eyes — the unfailing symbols and insignia of a great soul Tony Aston, m lus 
Brief Supplement , dwells at considerable length on Bettertons wonderful and cx 
pressue eyes — eyes that spol e the soul s thoughts before the voice uttered them He 
could transfix with a look, and a soft glance melted the hearts of the hardest listen 
ers In silence they had a speech which all could interpret. 

Theatre goers of today recall Edwin Booth s e\ er glowing and radiant eyes, able 
unfailingly to express melting tenderness or withering scorn, love, anger and ava 
rice — all visibly moved those beautiful black orbs 

In brief, unless the actor is able to discourse most eloquently without opening 
his lips, he lacks the prime essential of a finished artist 


DAVID BELASCO 
(18^9 1931) 

Of English Portugese Jewish stock, David Belasco was born in San Francisco, 
to which his actor father had come during the gold rush Young Belasco was sent 
to be educated at a monastery (Perhaps this explains the semi-clerical garb Belasco 
wore throughout his life ) He ran away from the sheltered life to join a circus and 
soon became a barnstormer in rugged camp towns 

At a theatre in Virginia City, a Nevada mining town, Belasco met Dion Bouci 
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cault, from whom he acquired da) writing technique and ideals of realistic nag 
ing and acting Under Bouacault the outlying theatre at Virginia City was trans- 
formed into a \entablc school of acting Bdavco become Bouacault s secretary but 
did not follow him East. Bach m San Francisco I’clasco s ipponed Edwin Boo»h 
and John McCullough, who performed in the Indy western theatres 

By 1832, when he came to New York he had already played 170 parts an 1 had 
his hand in a hundred ph»s In New York he was hired as stage manager and 
dramatist of the Madison Square Theatre. Here on the su a c improved by tie tn 
ventive Stedc MacKayc, he continued realistic acting and staging in the Bouacault 
manner In IS86 he joined Daniel Frohman at the Lyceum Theatre, where the pro 
ductions, in Bdascos words were marked by great simplicity of treatment. There 
was no attempt to be theatrical W c used to depict life as the men and women who 
came to see us experienced it 

In 1895 when he starred Mrs Leslie Carter in The Heart of Maryland, he 
emerged as an independent producer Despite his difficulties with the Theatrical 
Syndicate, lie persevered, overwhelming audiences with his magnifi ent productions 
and his new stars, Blanche Bates David Warfield, Frances Starr, Lerorc Line, and 
others Hu plays were vehicles for lus actors and for hu lavish sta^in^s 

Built in 1907, his Bclasco Theatre on 1 orty fourth Street homed the picturesque 
naturalistic, detailed productions which hive nude this actor playwright producer 
famous Although Bclasco s facsimile stagings fell before the new art ot Craig 
and Appta, hu inventiveness especially in the use of stage lighting led Montrose 
Moses to say that BcJnsco understood better than anyone else the response of the 
electric switchboard to human un ierstanding 

An actor himself and a creator of stars, Pchsco trained hu performers and 
devoted much thought to the problems of the actor 


Acting is a Science 

It is maintained often md with vi^or that tl c school of acting is not of berefit 
in preparing for a career upon the sta^c — that acting cinnot be taught- 1 have al 
ways wondered why a doctrine so subversive of reason should be — as it is — cf such 
wile diffusion and cndunn 0 vital m, an 1 likewise why disvuuions of it si oaM be 
— as usually they arc— reunited to | repot ents of tl c t c^auvc be! cf 1 suppu c tl e 
explanation is to l>e found m a general prcva'cnj: of what Meph vtopht cs dcn„ 
nates the spirit that den « I or my part I believe that miiot things the *p*nt 
that affirms is of far more service to tl c vvor'J My \ cws about leant ng to act are 
entirely affirmative, an 1 a a rJin„ly they nuy perhaps found of use by studer li 
for the stage. 

Both a Science and an An 

When our teeth aJie \e vmt a derust, vvlcn the plu~b breads we <xl 
a plumber When acting and the tea lung and lcarmr„ ut it 1 1 to l< vc u d r 1 
t^c views of a veteran teacher o { acting— who as it lc-,r-cr , a >o is an c-J - t 
and an active producing t’scatsical rusu^cr— vtru iu> ire pert ver t a ti -dr m x-, 
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they are uneducated, or at best are very imperfectly educated, in the technique 
of their calling, and are indifferent to or unaware of their shortcomings 

Moreover, there are a great number of persons on the stage today who are not 
properly qualified by Nature for that \ocauon But, e\en so, I venture to assert 
that the average of acting visible in America at the present Ume would be far higher 
if the generality of our actors had received even one year of competent instruction 
in the rudiments of that art which most of them have come to regard merely as a 
money making business and vehicle for self-exploitation A superfluous and merely 
mechanical actor, if well trained, is surely preferable to one who is not trained at all ! 

According to tradiuon these words in Latin were afflxed as a motto to the Globe 
Theatre, London, m Shakespeare s time Everybody follows the trade of acting 
In the present day it apparently is true that pretty much everybody feels competent 
to do so — and that without seeking even the slightest training for the trade Yet 
acting is the most exact and exacung of arts In it nothing can ever be left to chance 
— to an inspiration of the moment — after the performance has begun 

To wait, in acting, for inspiration to flash upon you is about as sensible as to 
wait untd your house is in flames before looking for a fire escape Night after night, 
often for many months, the same words must be spoken, the same actions be per 
formed m the same way, in order to produce the same effects upon audiences which 
continually vary 

This is the reason why long and careful preparatory rehearsals are essential to 
all fine acting And, oddly enough, a spirit of rebellious opposition to adequate 
rehearsals is daily growing stronger among actors themselves— who are tncompc 
tent to render their services without them! Nothing, I think, more impedes the 
restoration and maintenance of general prosperity in this country than the general 
greed to get more in return for less labor Nowhere, I am sure, is that spirit stronger 
than it is m the theatre. 

It is, I believe, safe to say that no actor ever produced a truly great effect in act 
mg except as a result of long study, dose thought, ddiberate purpose and careful 
preparauon That is the testimony of all the masters — and to it I humbly add mine. 

Sal vim gave a year to the construcuon of his performance of Othello before he 
ventured to exhibit it in public — and he has testified that he never ceased to work 
on that part, jet could count upon the fingers of one hand the untes when lie had 
satisfied himself m it. Henry Irving studied and fashioned his personation of Bechet 
—the diaracter which, with Hamlet, he loved the best and in which he was per 
fcction — during twenty years before he played it So it has ever been with all great 
actors 

In the annals of the theatre the representative type of the impulsive actor, the 
consummate master of passionate expression, is that fiery genius Edmund Kean 
Yet die impulsiveness of Kean — the torrid blaze and torrential flow of fedmg in 
his acting — was all m seeming So careful an artist was he, while at his best, that 
when he was rehearsing on a new stage he accuratdy counted the number ot steps 
requited to take him from one station to another, or the number that he should 
take before beginning a certain speech 

Of course there have been flashes of inspirauon or fortunate accidents in acting, 
but they have been rare, and as far as I know they have affected only details Thus 
Edwin Boodi once early in his career, when acting Hamlet, m his first scene with 
the Ghost, accidentally let fall lus drawn sword and, snatching it up in haste, hdd 
out toward the apparition, not the point of the blade as all actors hitherto had 
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done, but its hilt— the protective symbol of the Holy Cross And I have Booths 
word for it that the expedient was clumsy and ineffective as thus first done nat- 
urally by accident, but impressively effective as done thereafter carefully and by 
design 

To all beginners on the stage, then — aye, and today to most of its veterans 
likewise — very earnestly do I say tins Remember in speaking that every sentence, 
sometimes every word, expresses a new thought or elaboration of thought The 
thought, of course, precedes the word, and therefore by facial expression and bodily 
movement you must first make your audience, as it were, see you think, and then 
hear you think, by precise use of the most minute shadings of intonation required 
to express and convey the flow of thoughts 

In a discourse on acting by my old friend William Winter, delivered in New 
York nearly forty years ago, he said “To convey your author’s meaning correcdy 
you must, of course, first correcdy grasp it, and then in speaking you must cause 
it to well up in your mind, as though for the first ume " So, too, in the beautiful 
drama of Deburau, which it was last season my privilege to produce m this coun 
try, the famous Pierrot, instructing his son and successor as to method in acting, 
says * First think it right.” 

One great aid in acquiring this faculty of thinking it right is scrupulous atten 
tion in listening to the speeches of all other characters than your own, receiving and 
weighing what they say always as though it were heard for the first ume— and let 
ting your speeches in reply well up in your consciousness as caused by what has 
been said to you 

The last ume that ever I heard Booth speak Hamlet’s immortal soliloquy on 
life and death was the last Ume that ever he spoke it in public, at the old Academy 
of Music, in Brooklyn, April 4, 1891 In the preceding fifteen years I had heard 
him speak that speech probably forty times, he was then old, worn and frail, yet 
the familiar words seemed to come from his lips for the first ume, to utter thoughts 
then first formulated ... 

The Art to Conceal Art 

In acUng take Nature as your model — but never fall into the error of attempt 
mg to present Nature in the stead of art The speech of the stage should seem to 
be the speech of Nature I say should seem to be” because it is one of the paradoxes 
of acting that it cannot seem to be and never has seemed to be the speech of Nature 
when actually it is so 

That great thinker, the poet Goethe — a theatrical manager, by the way, and 
a successful one! — cogently remarked that “Art is art precisely because it is not 
Nature ” True of all arts, it is most conspicuously true of the art of the theatre. 
There the incidents, events and emouons of days, months, years, often of a whole 
long lifetime, are to be epitomized and portrayed in moments Everything about a 
stage representauon is radically artificial There with unrealities we work to create 
the effects of reality It is easy to picture the consequences of turning loose upon 
the stage real sunlight, real fire, real rain, real wind, real dust, and so following 

We create the stage effects of real phenomena by mechanical imitations which 
seem real. So, likewise, is it and ever must it be in acting That which seems real 
on the stage always is the illusory product of finished art, it is when the actor lacks 
art to conceal art that the audience sees him to be artificial 

Upon the stage it never is sufficient merely to indicate a meaning, there mean 
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gencc. Those qualities are fundamental, but to them must be added imagination — 
and, all operant together, affecting each the others, they make acting possible 

The imagination conceives and evokes all the emotional sensations and reac- 
tions of a special character which is to be presented, m the circumstances and situa- 
tions prescribed, the sensibility — by which I mean the capability of being vividly 
impressed and the capacity for being profoundly moved — experiences those sensa- 
tions and reactions to the fullest extreme, the quick and powerful intelligence mi- 
nutely observes their every effect and manifestation — registering m memory every 
inflection of voice, every play of feature, every movement of the body, every gesture 
— applies itself to creation of a perfect mental picture or record of them, and then 
to the reproduction and delicate exaggeration of them by means of all the artistic 
mechanism it has mastered and formulated. 

This threefold process is repeated over and over again at first m the lonely 
hours of study, then at rehearsals, finally during performance after performance m 
public, till at last die result is a reflection, a portrayal, a picture so vivid and exact 
in its apparent spontaneity and fidelity to truth that the fortunate spectators are 
enthralled and pronounce it perfect Nature It is m fact perfect art 

What actors really mean — those of them who really are actors and not mere 
mountebanks — when they talk of real feeling is imagined feeling But, it may be 
objected — as indeed, it often has been — if die actor must be capable of experiencing 
the profundity of emotions through the operations of his imagination upon his sensi 
bihty, why is he not thus to experience them when actually enacting them? 

The answer is decisive Because if he docs so he will inevitably derange his 
artistic mechanism and, rendering himself incapable of expressing anything, defeat 
his purpose 

An actor in order to act must at all times be complete master of his resources 
and implements Otherwise, though he may perhaps gready affect himself, he will 
not at all affect his audience — unless it be to make it uneasy or excite its ridicule. 
Nowhere are complete self-control, dominion, poise, authority more absolutely essen- 
tial to success than they are in acung, and they cannot exist where sensibility is per- 
mitted to hold sway. 

In real life, the operations of elemental passion or profound feeling are never 
smooth, they never pause and wait their due effects upon dissociated observers But 
the actor depicting them must, unpcrceived and unsuspected, continually do so 
' I never saw an actor lose himself,” declared Henry Irv ing, “who did not instantly 
lose his audience ”... 

One night, when playing Othello in America, Salvini, as he spoke the final 
words, “no way but this, killing myself to die upon a kiss,” and collapsed m his 
appalling simulating of death, murmured to Miss Viola Allen, the player of Des 
lenlona “For the one hundred and third and last time this season! ’ . . 

... A great American comedian used to say, “Acting is a game of psychology." 
It is true. All that the actor does is but to reveal to the minds and souls of obervers 
the workings and experiences of the mind and soul of an assumed personality And 
if you are going to affect and impress an audience you must dominate it — the audi- 
ence must never dominate you. . . . 

The actor who aims at being, and not seeming to be, real always also aims 
at being natural, the two things go together in his mind The result of being nat- 
ural is that an actor becomes merely commonplace and that most fatal of all things 
— uninteresting. 
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Why? Well, let us consider. What is natural — in any given situation? Many 
different persons would behave in many different ways in the same situation— even 
assuming that each felt the situation in the same way and to the same degree. More* 
over, in many situations it is the disposition of most persons to repress their strong 
emotions — and as a rule the stronger those emotions are, the stronger will be the 
effort to control and conceal them. 

In acting, however, the object must be expression, not repression. The actor 
must not attempt to do merely what would be natural for him to do; he must first 
ascertain what would be the natural reaction to and conduct in a given situation, of 
the special character he is to represent, and he must then display them by means of 
symbols common to and recognizable by humanity — for acting, like all arts, is 
symbolical. 

Even when he has to portray a person of resolute, self-contained, reticent char- 
acter and great self control, who represses his emotions, the actor must by what one 
writer has named the device of transparency reveal to the audience that the person 
enacted feels but will not exhibit the appropriate motions 

The Individual Behind the Artist 

The student of stage art will always encounter much decrying of the element 
of personality m acting — that is, he will hear much belittling of actors who possess 
vivid, pervasive, dominant personalities. It is dctracuon both stupid and idle. Per- 
sonality is the greatest, the decisive clement in art, above all, in the art of acting, 
where not only the art but the artist is on exhibition. 

If you do not master the technique of acting, personality will never make you 
a true actor — though it may make you, as it often has made others, a popular suc- 
cess But if you have not a personality of vivid, notable quality the most perfect 
mastery of stage technique will never make you a great actor or even a popular 
success If you have not a message to transmit — what signifies it that your method 
of transmission may be perfect? 

One of the wisest of dramatic critics — perhaps the only one who was not only 
a master of the art of criticism but who also had mastered the mechanism of acting 
— wrote “Behind the artist always stands the individual ” It is a simple but signifi 
cant truth What the artist does — and, ultimately, the manner and effect of its do- 
ing — -always will be determined by what, essentially, the individual is. 

Every character that an actor assumes must, of course, have a separate and dis 
tincuve physical investiture. It must be the face, the form, the voice, the gestures, 
the thought, feeling and experience of the assumed character, which arc presented 
to the public. But as the face, the form, the voice, the mind of the actor arc both 
the basis and the medium of the embodied personality, so, inevitably, the person 
ality of the actor will appear, and should appear, in all the characters he represents 

When it was falsely rumored that Joseph Jefferson’s place, as Rip Van Winkle, 
was being taken by one of his sons, purchasers of tickets requested the return of 
their money, they wished to see the great actor as Rip — not a subsututc. It will 
always be the same. When you go to the theatre to see David Warfield play Peter 
Gnmm, or Lenore Ulnc as Kiki, you wish to see Mr Warfield or Miss Ulnc, and 
not understudies. It is the same in all arts. Who wants a portrait by Sargent which 
cannot be recognized as a Sargent? 
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MINNIE MADDERN FISKE 

(18654932) 

Mrs. Fiske (Mary Augusta Davcy) was a force in American theatre for hal] 
a century. Born m New Orleans, a daughter of Thomas Davey, a pioneer theatre 
manager of the South and West, and the actress Lizzie Maddcrn, she was broughl 
up in the theatre. Before she was sixteen she had appeared with Laura Keene, J. K 
Emmet, Lucille Western, John McCullough, Joseph Jefferson, E L Davenport, and 
others. By 1880 she had become an ingenue. Her singing of “In the Gloaming’ 
in Caprice made the song popular. 

At twenty five, following an unsuccessful first marriage, she became the wife 
of the playwright and dramatic critic Harrison Grey Fiske. Mrs. Fiskc returned to 
the stage in 1894 in her husband’s Hester Crewe. In the same year she also played 
A Doll’s House, one of the first American performances of Ibsen. In 1901 the Fiskes 
leased the Manhattan Theatre as their headquarters and for eight years waged war 
against the Theatrical Syndicate, a combination of theatre owners and producers who 
had been cornering the leases or ownership of the majority of the country’s theatres 
The resistance of the Fiskes strengthened other independents. 

Although as Minnie Maddcrn she was best known as a comedian, as Mrs. Fiske 
she was eager to attempt the modern drama — Pinero, Wilde, Shaw, and Ibsen 
Seeking plays which would probe more deeply into the realities of human char- 
acter, she encouraged native dramatists of the newer school. Langdon Mitchell’s 
comedy of divorce, The New Yor\ Idea, and Edward Sheldon’s Salvation Nell 
were two of her big successes. A contemporary observer tells us that in the first act 
of Salvation Nell “Mrs. Fiske, as the scrubwoman in the barroom, sat holding her 
drunken lover’s head in her lap for fully ten minutes without a word, almost with 
out a motion. Gradually one could watch nothing else, one became absorbed in the 
silent pathos of that dumb, sitting figure. Miss Mary Garden, herself a distinguished 
actress, said of this ‘Ah to be able to do nothing like that!’ ” 

Writing of her last New York appearance in Ladies of the Jury, the late Robert 
Garland paid tribute to an aging favorite: “That Great Lady of the Theatre, that 
High Class Low Comedienne, that Grand Old Trouper whose name is Mrs Fiske 
has returned once more to town ... lending distinction to a shaky litde play and 
acting circles around the younger gcncrauon. 

"But pay no attenuon to anything I say in connection with the Great Lady of 

the Theatre Where Mrs. Fiske is concerned, 1 am m no way responsible. la 

these prejudiced and unreliable eyes, she can do no wrong.” 


To the Actor in the Making 

... I like to remind myself that there can be, that there is, a complete technique 
of acting. Great acting, of course, is a thing of the spirit, in its best estate a convey- 
ance of certain abstract spiritual qualities, with the person of the actor as medium. 
It is with this medium our science deals, with its slow, patient perfection as an in- 

Mrs. Minnie M adder n Fiske Her Views on Actors, Acting and the Problems of Production, 
, u told to Alexander Woollcott New York Century Company, 1317, pp 76-83 passim. Copyright 
1317. By permission of the Viking Press, Inc 
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stniment. The eternal and immeasurable accident of the theatre which you call 
genius, that is a matter of the soul But with every genius I have seen— Janauschek, 
Duse, Irving, Terry — there was always the last word in technical proficiency The 
inborn, mysterious something in these players can only inspire It cannot be uni 
tated No school can make a Duse But with such genius as hers has always gone 
a supreme mastery of the science of acting, a precision of performance so satisfying 
that it continually renews our hope and belief that acting can be taught 

The science of acting is no term of mine- I first heard it used by the last per 
son in the world you would ever associate with such a thought — Ellen Terry It 
may be difficult to think, of her indescribable iridescence in terms of exact tech 
mque, yet the first would have gone undiscovered without the second 

Undiscovered? Who shall say, then, how many mute and inglorious Duses 
have passed us in the theatre unobserved for want of this very science? 

As soon as I suspect a fine effect is being achieved by accident I lose interest 
I am not interested in unskilled labor An accident — that is it. The scientific worker 
is an even worker Any one may achieve on some rare occasion an outburst of gen 
uinc feeling, a gesture of imperishable beauty, a ringing accent of truth, but your 
scientific actor knows how he did it. He can repeat it again and again and again 
He can be depended on Once he has thought out his role and found the means to 
express his thought lie can always remember the means And just as Paderewski 
may play with a different fire on different nights, but always strikes the same keys, 
so the skilled actor can use himself as a finely keyed instrument and thereon strike 
what notes he will With due allowance for the varying mood and interest, the 
hundredth performance is as good as the first or, for obvious reasons, far better 
Gcmus is the great unknown quantity Technique supplies a constant for the 
problem 

Tlucncy, flexibility, technique, precision, virtuosity, science — call it what you 
will Why call it anything? Watch Pavlova dance, and there you have it. She 
knows her business She has carried this mastery to such perfection that there is 
really no need of watching her at all You know it will be all right One glance 
at her, and you arc sure. On most of our players one keeps an apprehensive eye, 
filled with dark suspicions and forebodings — forebodings based on sad experience 
But I told [Gabricllc] Rejane once that a performance of hers would no sooner 
begin than 1 would feel perfectly free to go out of the theatre and take a walk 
I knew she could be trusted It would be all right. There was no need to stay 
and watch 

Consider your voice, first, last, and always your voice. It is the beginning 
and the end of acting Tram that till it responds to your thought and purpose with 
absolute precision Go at once to some master of the voice, and, if need be, 
spend a whole year with him studying the art of speech. Learn it now, and prac 
Ucc it all your clays in the theatre. 

One would be tempted to say that with the voice good and perfeedy trained, 
our young actor might forget all the rest. It would take care of itself And such a 
nicely calculated science it is! Just let me give you an illustration You are to utter 
a cry of despair You could do that? Are you sure it would sound perceptibly dif 
ferent from the cry of anguish? Do they seem alike? They arc utterly different. 
See, this cry of despair must drop at die end, the inescapable suggesuon of finality 
The cry of anguish need not. They arc enurdy different sounds And so u goes 
Docs it seem mechanical? Do these careful calculations seem bcluding* They are 
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of the science of acting Only so can you master the instrument. And next your 
imagination. . . . 

Most of us would put the imagination first in the actor’s equipment. Miss Terry 
did, and I suppose I should. Knowledge of life, understanding, vision — these, of 
course, are his strength. By these is his stature to be measured— by these and his 
imagination If I put the voice first, it is a little because that is something the actor 
can easily develop, because it is, after all, concerned with the science of acting, and 
because also, he is likely to forget its importance, and if we put it first, he will re- 
member it longer. The all important thing, then, is the voice 

...and the imagination And be reflective. Think Does this seem so obvious 
as to be scarcely worth saying? Let me tell you that an appalling proportion of 
the young players who pass our way cannot have spent one really reflective hour 
since the stage-door first closed behind them 1 am sure they haven t It would 
have left some trace. Why, the whole world may be the range of the actor’s 
thoughts I remember how delighted I was when I saw Duse quoted somewhere 
as saying that in her own art she had found most helpful and suggestive her studies 
in Greek architecture That was so discerning and charming a thing to say that 
I’m afraid she didn’t say it at all But she should have 

Be reflective, then, and stay away from the theatre as much as you can. Stay 
out of the theatrical world, out of us petty interests, us inbreeding tendencies, us 
stifling atmosphere, its corroding influence Once become ‘ theatricalized, ’ and you 
are lost, my friend, you are lost. 

...Imagine a poet occupying his nund with the manners and customs of other 
{wets, their plans, their methods, their prospects, their personal or professional af- 
fairs, their successes, their failures! Dwell in this artificial world, and you will know 
only the externals of acting Never once will you have a renewal ot inspiration. 

The actor who lets the dust accumulate on his Ibsen, his Shakespeare, and his 
Bible, but pores greedily over every hide column of theatrical news, is a lost soul. 
A dub arranged so that actors can get together and talk, talk, talk about themselves 
might easily be dangerous to the actor in the making Desert it. Go into the streets, 
into the slums, into the fashionable quarters Go into the day courts and the rughi 
courts. Become acquainted with sorrow, with many kinds of sorrow Learn of the 
wonderful heroism of the poor, of the incredible generosity of the very poor — a gen 
crosity of which the rich and the vvdl to-do have, for the most part, not the faintest 
conception Go into the modest homes, into out-of the way corners, mto the open 
country Go where you can find something fresh to bring back to the stage. It is as 
valuable as youth unspoiled, as mudi better than the other thing as a lovdy com 
plexion is better than anything the rouge pot can achieve. 

There should be, there must be, a window open somewhere, a current of new 
air ever blowing through the theatre. I remember how earnestly I wanted to play 
Hedda Gablcr, as though she had just driven up to the stage-door and had swept 
in not from the dressing room, but out of the frosty night on to the stage. This you 
cannot do if you are forever jostling m the theatrical crowd There you lose the 
blush of youth, the bloom of character. If as author, producer, director, or actor 
you become theatricalized, you are lost The chance to do the fine thing may pass 
your way, but it is not for you. You cannot do it. You have been spoiled. You 
have spoiled yourself. 

It is m the irony of dungs that the theatre should be the most dangerous place 
for the actor. But, then, atter all, the world is the worst possible place, the most 
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corrupting place, for the human soul. And just as there is no escape from the world, 
which follows us into the \cry heart of the desert, so the actor cannot escape the 
theatre And the actor who is a dreamer need not. All of us can only stmc to re- 
main uncontaminated. In the world we must be unworldly, in the theatre the actor 
must be untheatrical. 

.. . When a part comes to you, establish your own ideal for it, and, striving for 
that, let no man born of woman, let nothing under the heavens, come between it 
and you Pay no attention to the other actors unless they be real actors. Like 
Jenny Wren, we know their tricks and their manners. Unless it is a bitter matter 
of bread and butter, pay no attention, or as little attention as possible, to the di- 
rector, unless he is a real director. The chances arc that he is wrong The overwhelm- 
ing chances are that he is “theatricalized,” doing more harm than good. Do not let 
yourself be disturbed by his funny little ideas. Do not be corrupted, then, by the 
director. And above all — above all, you must ignore the audience’s very existence. 
Abov e all, ignore the audience ... if you don’t, y ou are lost forever. . . . 


OTIS SKINNER 

(1858-1942) 

One of the richest and most varied careers the American stage has known be- 
longed to Ous Skinner. Born in Cambridge, Massachusetts, he received his first 
introduction to theatre managers through P.T. Barnum. In 1877 he made his pro- 
fessional debut at the Philadelphia Museum in the role of an aged Negro In his 
first year at the Museum he appeared in no less than ninety two parts. * There was 
no part I did not play,” he wrote. ‘Even sex was no bar, for I was sometimes 
clapped into skirts for . . . wenches and coarse old h3g$. I scowled as villains, stormed 
as heavy fathers, dashed about in light comedy, squirmed in character parts, grim- 
aced m the comics, and tottered as the Pantaloon in the pantomime.” 

In the ensuing years Skinner acted with Edwin Booth, Mary Anderson, Law- 
rence Barrett, Madame Modjeska, and Mrs. Fishe. He was a member of the Au 
gusun Daly Company with May Irwin, John Drew, and Ada Rchan. Hamlet, Mac- 
beth, Shy lock, and Falstaff were among his Shakespearean roles. Of his Falstaff 
John Mason Brown wrote ‘ It was a delight to see an actor unafraid to tackle the 
comic passages in Shakespeare, and able to keep them comic. His Sir John was no 
mere funny fat fellow, depending on his padding for his laughs. He was a rotund 
old devil of the taverns, self indulgent and gluttonous, and yet possessed of an al- 
chemy of pathos that made him lovable beyond his faults. He was sensed as a char- 
acter, appraised in the terms of his theatre values, his ‘points’... catapulted across 
die footlights.” 

The roster of roles in which this fabulous trouper appeared in fifty years of his 
stage life is too enormous to list here. Ous Skinner has chronicled his epoch in a 
number of reminiscences including Footlights and Spotlights, Mad Fol% of the 
Theatre, and The Last Tragedian. His daughter, Cornelia Ous Skinner, has carried 
on die family tradiuon as an actress and discuse. 

In 1929 Ous Skinner was awarded the American Academy of Arts and Letters 
Gold Medal for good diction on the stage. His speech of acceptance is given here. 
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Good Diction 

Since it is diction that has given me the favor of your consideration, perhaps it 
mav not be amiss in me to say a word or two concerning my idea of what diction 
really is It is a subde and elusive thing, and in the maelstrom of confused stand 
ards in our polyglot American speech something readily ignored and often utterly 
lost sight of 

Since the birth of our nation demoralizing vocal seepmgs from every part of 
the globe, civilized and savage, have muddied the clear stream of our mother 
tongue Even in England it has had to struggle through the handicaps of a dozen 
different dialects to sustain itself as English pure and undefiled and by dialects 
I am not omitting the London cockney, the gargled and throaty speech of the West 
End toff, the despairing wall of the Church of England clergyman, or the resigned 
melancholy in the professorial tones of the Oxford and Cambridge don The Irish 
man will tell you that the only pure English is to be heard in Dublin and the 
Scotchman will insist that there is no true standard but Edinburgh 

In our own country the diversity of vocal tang is perhaps not so noticeable be 
cause it is spread over such vast areas, and our ears have grown callous to a uni 
\ersal sloppiness of utterance We do not forget that we arc a democracy and in 
our great Republic every man has a right — a constitutional right — to free speech, 
and “age cannot wither, nor custom stale, its infinite variety ” 

In the pot pourri one hears the Puritanical nasality of New England, the shrill 
and raucous emphasis of Pennsylvania, the *oft Negroid of Virginia, the drone of 
the mountaineer, the flat tones of Kentucky and Tennessee, the assertive R of the 
Middle West — that is so cherished in Michigan and Illinois it even attaches itself 
to the word idea — the Scandinavian hit of Minnesota and Wisconsin and (God 
save the mark I) New Yor\ese Upon the speech of these sections has been super 
imposed the influence of every known language from Polynesia to Kamchatka It 
is shot at our ears from the lips of public servants, saleswomen in department stores 
and our charming girl graduates, from Rotary and Kivvams gatherings, from legis- 
lative halls and womens luncheon clubs Its most devastating influence is all too 
frequently found m the unchastened accents of instructors in our public schools 
In this welter of mispronunciation — this catarrhal Babel — we must seek the 
material of which the future hope of the American theatre is formed The first step 
in the development of our young actors is to rid them of the influence of linguistic 
neglect and ji is astonishing to find how tone deaf most of them have become 

It seems to be a fact that the untrained ear tends to pick up the sins of enun 
ciauon sooner than its virtues, just as the immigrant Italian, quite innocendy, is 
wont to babble words of profanity and blasphemy as his first contribution to the 
language of his adopted country There is something fascinating in linguistic crime 
Its insidious poison is like the one rotten apple in a basket of healthy fruit Many of 
our youngsters in cultured families think it a bit unmanly to speak with care and 
accuracy Thar heroes arc those of the movies and cheap fiction 

For some years wc have hid a menace to the well being of the theatre in the 
movies and now a newer one in the radio The first because it is silent and affords 
no example of diction to be followed, and the second because it does speak and 

Otis Skinner Good Diction on the Stage Boston The Emerson Quarterly, Volume IX, 
Number J, March 1329 pp J4 Copyright 1929 By permission of Emerson College 
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with the generally raw voice of the announcer to say nothing of the rank material 
commonly constituting its amusement program There was a time when the theatre 
held up a standard of diction in America In Trance, German), Scandinavia and, 
in a large measure, m England a standard is ull maintained. Students arc to tins 
day sent to the ThSatre Franfati to listen to the perfect French of the actors 

I say of our stage “there was a time.” This was in the days of the popularity 
of standard and classic plays — before the invasion of the dialect play, and the sports 
play, the crime play, the argot of the prize ring and the burlesque show — all writ 
ten and spoken m the vernacular. The stage, however, should not be too severely 
censured for such vocal and verbal sins. It but reflects the linguistic evils of our 
time, and we have it on the authority of Shakespeare that the purpose of playing is 
' to hold as ’tvverc the mirror up to nature — to show the v cry age and body of the 
time his form and pressure ” 

I am not clamoring for a return of the formal utterance of the stage of our 
grandsires — its grandiloquence would be laughed at today. I can imagine nothing 
more uncomfortable than a household whose conversational tones were governed 
by the examples of Forrest, Macrcady and Charlotte Cushman, or to find myself 
at table with a hostess who carried her meticulous diction into daily life as did the 
celebrated Mrs. Siddons. It is reported of that lady that at dinner she stabbed her 
potatoes as though she were murdering King Duncan and, when purchasing a length 
of muslin for a dress, demanded of the mercer’s clerk, “In God’s name, sirrah, 
will it wash?" 

Diction, dicn, is the means of clothing our ideas, of sustaining our arguments 
and sympathies with our daily companions in vocal terms which draw no attention 
from the subject matter In its perfect form it is the common currency of our con- 
versational intercourse with our fellow men and its due reflection in the pulpit, the 
platform, the forum and the theatre As with our monetary currency we must be 
ware of its inflation or its debasement. It conserves the music of our mother tongue 
and keeps it free from corrupting influence 

When we are conscious of a precision in diction, of enunciation for its own 
sake, we arc listening to speech too ornate or meticulous to be of value to human 
interest. If diction is in any way an an, it is an art that conceals itself. It is no 
longer an art when it obtrudes It is a means, not an end, and die means of ac- 
quiring it are merely an attentive car and a hide care.. 


ALLA NAZIMOVA 

(1379 1945) 

Nazimova is the prototype of those cosmopolitan actresses who have enriched 
the American stage with their contributions of European technique and interpreta 
non Born in Russia and educated in Switzerland, Nazimova received her theatrical 
training under Nctmrovich Danchenko at the Philharmonic Soacty School and later 
with the Moscow Art Theatre. An obscure performance in Chirikovas The Chosen 
People, played in Russian in a lull on the lower East Side in 1905, marked her 
American debut Though generally ignored, this produ.uon had the significance 
of introducing on the American stage a new type of acting and ensemble playing, 
derived from die work of the Moscow \rt Theatre. \ year and a half later, Nazi 
mova triumphed in HeJJa G*Aer, this time in English The neat rears saw her 
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in a succession of Ibsen plays — A Doll's House, The Master Builder, Little Eyolf — 
which established her as the foremost interpreter of Ibsen characters. Her vivid, 
somewhat exotic, personality led an early critic to call her “a tigress in the leash 
of art.” Important Nazimova characterizations were seen in O Neill s Mounting 
Becomes Llectra and in the 1936 revival of Ibsen’s Ghosts 

Nazimova appeared m a number of motion pictures, including A Doll's House, 
Salome, Camille, and The Madonna of the Streets Robert Bcnchley reviewing 
O’Neill’s Mourning Becomes Llectra wrote that “Nazimova, in spite of her Russian 
accent ... made so much of die sinning Clytcmncstra that the drama lost much 
when she withdrew into the shades of the House of Mannon never to return.” 

The following material is excerpted from an interview given by Alla Nazimova 
to Morton Hustis who has recorded it in his valuable book Flayers at Wor\ 


The Actor as an Instrument 

The actor should not play a part Like the Aeolian harps that used to be hung 
in the trees to be played only by the breeze, the actor should be an instrument 
played upon by the character he depicts All the impulse which sets him free as a 
technician, or artist, should stem from the creature of the dramatist’s imagining 
The actor himself should he a creature of clay, of putty, capable of being molded 
into anodier form, another shape The wind had but to ripple through the trees 
and the harp would play without conscious effort. The actor’s assignment is more 
difficult The breeze which stirs the player must sift, from the character, through 
the player’s brain, his imagination and his body. And then, by conscious technical 
effort, the player must create the sound or fury, sense or sensibility, which the 
characterization demands. . . . 

An actor must never sec himself in character. I study the woman I look at 
her under a magnifying glass and say to myself* “Is she right? Is she logical? Is 
she true to herself? Can / act that woman? Can I make myself over into her}" 

I am nothing. 1 am nobody. I have to reconstruct my whole self into this 
woman I am to portray — speak vvidi her voice, laugh with her laughter — move with 
her motion But if you can see the person as a living creature, quite removed from 
yourself, you can work objectively to adapt yourself to the part. Personally, I am 
no more like Hedda Tesman, Madame Ranevsky in The Cherry Orchard, or the 
brooding Christine in Mourning Becomes Llectra than I am like the earth bound 
O-Lan. 1 But if I can project the character so completely that die audience believes 
I am that character, dicn I have done my job well. 

[Once you know] what she is dunking, what her inner response is, her feel- 
ing, when some odver character is holding the stage... once you know what she 
is, what she does becomes easy to interpret. . . . You see that she could not possibly 
wear red, could not tic a pink bow in her hair, that she must wear gray, that she 
must be a blonde, that she must move jn a given way, speak with a certain inflec- 
tion. Sometimes, even, you may conceive a character as a blonde and play her as 
a blonde, though you do not wear a blonde wig Nora in A Doll s House will always 
be a blonde to me, though 1 have always acted her with brown hair. 

Morton Eustu Placers at Work, Acting According to the Actors New York Theatre Arts, 
!9J7, pp. SIS 8 passim Copyright 19)7 By permission of Mrs. Eustu and Robert M MacGregor, 
Theatre Arts Books. 

1 Nazimova played the role of O Lan in the Theatre Guild s The Good Earth 
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Once the actor knows everything there is to know about a characters thoughts 
— far more, even than the author — he should grasp the vocabulary almost instinct 
ivcly 

The director should tell the actor only what not to do If he attempts to 
read lines, to show the actor the gesture he should use, he is a murderer— or he 
realizes, unfortunately, that he has to deal with an actor devoid of brain and im 
agination, and therefore must dnll him as he would a parrot 1 

Directing is like conducting a symphony There 3re musical sentences— Uit 
motifs one can trace through the play They grow and fade Each act, like a piece 
of music, is divided into sections and each section has its own inner rhythm 

Sincerity and the correct use of voice arc the greatest things in the art of act 
ing If I were to advise any American actors, I would say ‘Make gramophone 
records One false note or inflection may ruin an entire performance. ’ 

A good actor should be able to make an audience, any audience, feel what he 
wants it to feel That is his assignment. But no losing yourself in the parti 
No being transported into other worlds by the emotion of the play! One 
watches oneself always And the inspiration, the emotion, that the actor may fee! 
—and often docs feel — depend not so much on himself or on the character as on 
the interpretation, on the realization that he is projecting the desired illusion If I 
thought for one second about my emotion while acung, I would be completely 
side tracked 

First, last and always, a player must have imagination Without imagination, 
he might as well be a shoe black as an actor Imagination kindles the feelings, 
steers the actor through die character into emotion, enables him to reproduce feel 
ings he himself has never experienced 

If any playwright can teach an actor how to play, Ibsen has taught me The 
reason is that he is true There is not one line, one word, whose origin of thought 
you cannot trace The same is true of Chekhov But it is a very rare quality in a 
playwright 

JOHN BARRYMORE 

(1882 1942) 

John Barrymore was a scion of a great theatrical family Trom his grand 
mother, Louisa Lane Drew, his uncle, John Drew, his mother, Gcorgianna, and 
his father, Maurice Barrymore, he inherited a family histrionic tradiuon almost a 
hundred years old 

Although the three Barrymores, John, Lionel, and Ethel, took their place m the 
American theatrical pantheon, none of them wanted to make theatre his life * work 
John, like Lionel, wanted to become a painter He studied art for a while and did 
illustrations for newspapers Neither Jack nor myself Lionel Barrymore once 
said, preferred the stage. Yet it seemed that wc had to be actors It was as if 
our father had been a street cleaner, and had dropped dead near a fire hydrant, and 
we went out to pick up the shovel and broom to continue his work.” 

The ups and downs of John Barrymores Villoncsque career have been chron 
iclcd in Gene Fowlers affectionate biography Good Night Sueet Prince 1 Fowler 
tells us that bv 1903 John Barrymore had acquired some professional theatrical ex 
pcncnce and made his New York debut as Corley in GL.J of It During the next 

'Ail quotiuoiu from GooJ \ igbt, $*r/t Pr wee by ytinumon of th* % Vuij Pro*. 
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four years he was trained as a comedian by William Collier, with whom he went 
to England to play in Richard Harding Das is’ The Dictator It was ihus as a come 
dian that Barrymore achieved his early stage success The part of Nat Duncan in 
The Fortune Hunter made him a star in 1909 

The erratic young comedian, influenced by his friend, the dramatist Edward 
Shddon, turned to serious drama by 1916 His performances in Justice and Peter 
Ibbetson established his popularity and his serious artistry Constance Collier, his 
leading lady in Peter Ibbetson said of him, He was the greatest of all the actors 
I ever saw, and I knew Irving and Tree and so many of the great ones 

It was with Arthur Hopkins as director that Barrymore created his great roles 
Hopkins reports that he and Barrymore dreamed of a great classical repertoire 
that would one day tour the world Their first joint effort was Tolstoy s Redemp 
tion During the preparations lor this production Hopkins began to understand 
Barrymore’s unique personality and genius His rich imagination seemed to find 
its most arresting conjurtngs in ribaldry There was constantly being unrolled before 
him a senes of hilarious pictures for which he knew the precise and shattering 
words One realized that it was no easy task for a mind so cngrossingly inhabited 
to avoid all pleasant wanderings and really confine itself to the painful creation of 
an entirely new picture, the picture of a proud human soul in turmoil and death 
Rehearsals for him were a ceaseless quest Tins was not externalized by a conscious 
seeking for the impressive pose or the embroidered reading He weaved himself into 
the complete texture, leaving no bright threads lying to emphasize hts presence He 
was the directors dream, an actor who asked no special emphasis Hopkins and 
Barrymore cut short the flourishing success of Redemption to continue building their 
projected repertory Their second venture. The Jest was equally acclaimed, but the 
performances were terminated to make way for the overwhelming work on Rich 
ard 111 

Hopkins tells us that the production of Richard 111 was planned for a year 
with the hope lliat its success would open the door to Shakespeare Barrymore 
gave all he had, hard work, intensity, imagination, to the creation of the deformed 
Richard He studied with Margaret Carrington to improve his voice and to gain 
the control necessary for speaking verse Even in the matter of costume Barrymore 
was meticulous Shabby, rented stage armor was not for him He had an authentic 
suit of heavy armor made for him and a sword copied from originals of the period 
Every detail of the character, external and internal, was subjected to careful scru 
tiny There is little doubt that Barrymore was justified when he said, I dont know 
how bad or good I was in Richard I rather believe it was the first genuine acting 
I ever managed to achieve, and perhaps my own best. It was the first time I ever 
actually got inside the character I was playing I thought I a as the character, and 
in my dreams I \new that I was he ’ 

Again a successful production was abruptly ended, this ume the intensity of 
the role and the frantic pursuit of a new marriage brought Barrymore to the 
verge of collapse The Hopkins Barrymore plans for a great repertoire faded 
Of the remaining plays in their scheme, which included Lihom, Cyrano de Bergerac 
and Richard 11, only Hamlet was eventually done 

In 1922 the plan for the production of Hamlet took shape Barrymore s greatest 
performance was the result of long study and careful preparation. All the intnea 
aes of the complex character were explored before the lines were memorized As 
director Arthur Hopkins allowed Barrymore to create a Hamlet unencumbered by 
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field parts, ’ or John Drew parts, or Mrs Fishe parts, as if such fine and gen 
uine art as theirs were circumscribed to a narrow, personal form of expression 

Take the case of Leo Ditrichstein, for example Nothing can be less like Leo 
Ditrichstein than a Leo Ditnchstem part. Mr Ditrichstein is a serious, scholarly, 
musical gentleman, and yet because he has no peer in portraying the philandering 
dillettante, he is constantly cast for that type of character And audiences identify 
him with that kind of role, forgetting or ignoring the fact that the fine technique 
which enables him to play those gay triflers with brilliant freshness and conviction, 
would stand him in good stead in widely different roles 

The art of America is poorer today because the will of the public obliged an 
actor so trenchantly equipped for a wide range of roles as was Joe Jefferson to 
confine his genius to one line of characterization and to play Rip Van Winkle 
for a period longer than the lifetime of most actors 1 
• • • • 

An actor s performance, at best, is the way he happens to feel about a cer 
tain character 

I m a bit of Peter Ibbetson and a bit of Jack Barrymore At least, I never ut 
terly forget Jack Barrymore — or things hes thought or done — or had done to him 
Its a curious mental state I never can understand the actors who say they lose 
themselves completely in a part I dont know what they are talking about Yet 
there s a double identity thats very real — to me — and, somehow, never quite the 
same I mean the details are not always the same 1 11 try to explain 

I leave my dressing room to make Peters first entrance I am Jack Barrymore 
— Jack Barrymore smoking a cigarette But before I make the entrance I have 
thrown away the cigarette and become more Ibbetson than Barrymore By the time 
I m visible to the audience I am Ibbetson, quite 

That is, you see — I hope to make this clear — on my way to the entrance I have 
pased imaginary flunkies and given up my hat and coat Peter would have had 
a hat and coat — naturally, and would have given them up And hes a timid fel 
low He gives up his imaginary hat and coat to these imaginary flunkies just as I, 
Jack Barrymore — and very timid then — once gave up my hat and coat to flunkies 
at a great ball given by Mrs Astor 

Of course I don t always make Peter s entrance with the memory of a bashful 
boy at Mrs Astor s ball That would harden the memory — make it useless You 
couldnt keep on coniuring up the same thing You have to have different things 
to get the same emotion 

At times I think of my own mother (when choking Colonel Ibbetson) putting 
me to bed — how sweet she was Then I can put a lot of gusto into choking the old 
rascal 

One time — when my brother Lionel played him — I had him get some horrible, 
some cheap and nasty, perfume A whiff of that and I could feel a fine frenzy 
Not that I ever actually whiffed it. But the idea of this old stinker smelling like 
what he really was — you understand — or maybe you dont at all — Im afraid Im 
a bum psychologist 2 

1 Helen Ten B oeck From Comedy to Tragedy an interT ew w ih John Barrymore New 
York Theatre Magazine July 1916 pp 2J 

2 Ashton Stevens Acton ews Chicago Cov c McGee Company 1921 pp. 64 66 67 Copy 
r ght 192J By perrons on of Ashton Stevena. 
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LAURETTE TAYLOR 

(1887 1946) 

Laurette Taylor served an apprenticeship m vaudeville and the of! Broadway 
stage before her first New York appearance in 1903 in From Rags so Riches By the 
winter of 1912 when her name went up on the marquee of the Cort Theatre as the 
star of Peg O' My Heart, she had behind her a long list of successes. Alias ftmmy 
Valentine, Girl In Waiting, Seven Sisters, A Bird of Paradise, and others. Written 
by her husband J. Hartley Manners, Peg, the talc of an Irish American waif, ran 
for 604 performances including a special showing at eleven o’clock in the morning 
for Sarah Bernhardt 

In 1916, after she had returned to New York from London, where Peg had been 
given for five hundred performances, Laurette Taylor played in The Harp of Life. 
Supporting her was an English born actress whom Miss Taylor had brought from 
London — Lynn Fontanne For ten years Laurette Taylor appeared only in plays 
written by her husband The only exception was a senes of special matinees devoted 
to scenes from Shakespeare in which she essayed the roles of Juliet, Portia, and 
Katherine In addition to supplying Laurette Taylor with good scripts, Hartley 
Manners had taught her much about acting. ' He has given me,” she said, “a sense 
of the fitness of things— a sense of proportion.” When he died in 1928, Miss Taylor 
virtually retired from the stage for ten years until the role of the charwoman mother 
of a wayward son, Mrs Midget in Outward Bound, challenged her imagination 
Interviewed dunng the run of this play Laurette Taylor gave a newspaper reporter 
a provocative definition of her art ‘Acting is the physical representation of a men 
tal picture and the projection of an emotional concept." 

Six years elapsed before Laurette Taylor found the role which would reveal to 
a new generation of theatre goers the magic of her playing As Amanda Wingfield 
in Tennessee Williams’ The Glass Menagerie, she gave a completely remarkable 
performance, modern, fresh, and unmarked by any sign of “return to the stage” 
by an actress whose last great starring vehicle had been Fannie Hurst’s Humoresque 
in 1923. Of her very “personalized ’ characterization of Amanda Wingfield, Norris 
Houghton wrote ' The student of acting sits before her performance and marvels at 
the senes of constant surprises with which she rewards him. Her phrasing and 
accent of a line is so often unexpected, her movement so unanticipated. But cadi 
surprise is confirmed and justified by its inevitability. ... To traffic in the unexpected 
for us own sake is dangerous, when Miss Taylor offers the unexpected, you say 
Of course. That is the only way it should have been done.’ There is not a single 
cliche in her performance from beginning to end That is wiiy you sit so breath- 
less to sec what this woman will do next.” 

Tor an indication of the well spring of her amazing artistry we turn to Lau- 
rettc Taylor’s credo wntten early in her career. 

The Quality You Need Most 

I have been asked to discuss, for the benefit of those who may go on the stage, 
the qualities which are most important as elements of success. If merely the finan- 

Laurme Tiylor Tie QuiLty You Need Mon. * New York The Green Bock liefe-ine, April, 
ISM, pp. SS6 f6Z Copyright 1S14 


[ 517 ] 



ACTORS ON ACTING 

aal or popular success o£ a woman star is meant, I should say that beauty is more 
essential than magnetism. But if by success you mean all that is implied by the 
magical word Art — success in the sense that Bernhardt, Duse and Ellen Terry are 
successes— I should say most emphatically the reverse And I should add that 
imagination is more important than either. 

Mere beauty is unimportant, in many cases it proves a genuine handicap. Beau- 
tiful women seldom want to act. They are afraid of emotion and they do not try 
to extract anything from a character that they are portraying, because in expressing 
emotion they may encourage crow’s feet and laughing wrinkles They avoid any- 
thing that will disturb their placidity of countenance, for placidity of countenance 
insures a smooth skin 

Beauty is not all important as an asset, even when the star is not anxious to 
achieve true greatness Many of our most charming comediennes are not pretty 
women Rather, they are women of great charm and personality I cannot for the 
moment recall a single great actress who is a beauty At least not in the popularly 
accepted idea of what constitutes beauty 

Personality is more important than beauty, but imagination is more important 
than both of them 

Beauty as I understand it does not mean simple prettiness, but stands for 
something illusive and subtle The obvious seldom charms after one has had to live 
close to it for any length of time Being all on the surface, there is nothing left to 
exhilarate, once the surface has been explored On the other hand, the beauty which 
emanates from withm becomes more enchanting upon close acquaintance. It is con 
stantly revealing itself in some new guise and becomes a continual source of joy to 
the fortunate persons who have the privilege of meeting it frequently. 

That is beauty of the imagination, and that beauty all the really great actresses 
have. 

The case of Bernhardt is as good an example as one would wish In her youth 
especially, she was the very apotheosis of ugliness, still, through the power of her 
rich imagination that glorified her every thought and act, she held her audiences in 
the hollow of her hand It is the strength and richness of her wonderful cream c 
mind that makes it possible for her to present the amazing illusion of youth which 
she does even today. 

It isn’t beauty or personality or magnetism that makes a really great actress It 
is imagination, though these other qualities are useful. 

You see a queer litde child sitting in the middle of a mud puddle. She at- 
tracts you and holds your interest. You even smile in sympathy. Why? Simply 
because that child is exercising her creative imagination She is attributing to mud 
pies the delicious qualities of the pies which mother makes m the kitchen You may 
not stop to realize that this is what is going on in the child’s mind, but uncon- 
sciously it vs communicated to you It is the quality of imagination that has held 
your attention. . . . 

Wc create m the imagination die character vve wish to express. If it is real and 
vital to us m imagination we will be able to express it wuh freedom and surety. 
But wc must conceive it as a whole before vve begin to express il 

There will be those who will disagree with me and say that magnetism pre- 
supposes imagination. Tins is a mistake. Many magnetic actresses arc wholly lack- 
ing ui unaginauon, their hold upon the public resung chiefly upon personality and 
charm and beauty. Have you ever gone to a tea party where you met some very 
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magnetic woman who radiated charm, who not only held your attention but exhila- 
rated you until you became impatient to see this scintillating creature on the stage, 
where you might realize the fullness of her wonder? And have you not felt, when 
your opportunity came and you saw her on the stage at last, the disappointment of 
realizing a wooden lady with a beautiful mask for a face, speaking fauldessly ar- 
ticulated lines — an actress who rose desperately to the big moments of her part, and 
who never for a moment let you forget that it was she, that actress, whom you saw, 
not the character whom she was portraying? There may have been splendid acting 
but you were conscious of the fact that it was acting There was no illusion She 
was conscious at the big climax that she was acting this part and that she must reach 
this climax She was acting as much to herself as to you That is not the art of the 
great actress The imaginative actress builds a picture, using all her heart and soul 
and brain She builds this picture not alone for the people out in front but for 
herself. She believes in it and she makes the people across the foodights believe xn it. 
Unless she has done this she has failed. She must stimulate the imagination of the 
audience. An actress should not only be able to play a part, she should be able to 
play with it. Above all, she should not allow anything to stand between her and 
the thing she is expressing. 

How often docs an actress play a part so as to leave you with the feeling that 
you have so intimate a knowledge of the character that you could imagine its con 
duct in any position, aside from the situations involved m the action of the play? 
Unless this happens, you feel that after all you have seen a limited portrayal of the 
character and you realize that though the acting was practically flawless there was 
something missing And, in nine cases out of ten, that is because the woman playing 
the part did not use any imagination She was entirely bound by the traditions of 
the theatre. She did everything just as it would have been done by anyone else on 
the stage This is fatal 

You feel untouched by the play because it was not made real to you 

The artist looks for the unusual She watches everyone, always searching for 
the unusual in clothes, in manner, in gesture. The imaginative actress will even 
remember that the French have characteristics other than the shrug* 

Think of the number of times that there have been Irish plays, of the number 
of times that the Irish character has been used in the working out of a plot. Yet 
never, to my knowledge, has an Irishman been played on the stage (This excepts, 
of course, Lady Gregory’s players and Guy Standing’s rendition of a current Insh- 
Amencan role.) Real Irishmen have never been played. The Irish can be the most 
melancholy people on the face of the earth, yet the traditional stage Irish have been 
lilting colleens and joking Paddies. 

The most interesting thing to me in acting is the working out of the character 
itself, the finding of that which is uncommon and the small, seemingly insignifi- 
cant trait which will unconsciously make an appeal to the audience and establish the 
human appeal Too much importance is laid on clothes. In the mam, I think that 
all clothes hamper unless they express the character. Personally, I detest “straight” 
parts for that reason. They necessitate the dothes that make me self-conscious— or, 
rather, “dothes conscious.” 

I want to get right inside the character and act from the heart as well as from 
the head. That is impossible unless one is free from outside interference. 

I think actresses pay too much attention to the tradition of acting. That is a 
great mistake. It cramps creative instinct I received a good deal of criticism fix 
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my walk m The Bird of Paradise Some of the cnucs said I should be taught how 
to walk across the stage Of course I paid no attention to that My walk was the 
walk of the barefoot Italians who carry loads on their heads, and I had learned it 
from them It certainly was not the traditional stage walk, but we are living in a 
time when simplicity and truth are the watchwords of the theatre The traditional 
stage walk would not have fitted the character I played 

The stage has come to a period of simplicity A few years ago the direct atti 
tude adopted by the younger actresses of today toward their roles would have been 
considered ridiculous The changes have been positive but subtle and the actress 
without concentration has been unable to discern them They are the ones who arc 
still sparring for time in their emotional scenes, using the traditional tricks to express 
grief, joy, surprise, chagrin, and they wonder why they arc sitting at home without 
engagements They cannot comprehend that the very little basket of tricks which 
made them die idols of a few years ago fails utterly to get results today 

The tunc has come when we may as well realize that we can no longer give a 
filmy portrayal of emotion and pad it out with stereotyped pieces of business The 
younger actresses of today express the elemental emotions as the elemental person 
would express them in real life There is no such thing as a compromise in the logical 
development of a character in order to make a theatrical effect. 

Too few actresses follow their instinct 1 think insunct is the direct connection 
with truth 

It is not enough to know just what you are to do yourself in the action of a 
piece, you must know also the exact relation you must bear to every other character 
in the play 

For instance, take the business of dying You must in your imagination realize 
not only the fact that you are dying but the effect which your death will have on 
every character related to your part You know diat you arc not dying and the 
audience knows it, but in your imagination you must really believe you are The 
business of dying becomes actual to you, also, you compel the audience to believe 
in you by the very sincerity of your attitude 

This trait is really remarkable in Maude Adams Recall her work in Chanted er 
Without her tremendous imagination to gild her impersonation, this frad little wo- 
man would have been hopeless in the part Yet through her marvelous richness of 
imagination she produced the illusion of bigness that many women better fitted 
physically could not have done 

One would never say that Maude Adams is beautiful, in the sense that she is 
pretty or has a beautiful physique, but she has charm, magnetism and imagination 
These three make a beauty that transcends mere beauty 

Beauty, personality and magnetism are not important in the equipment of a 
star, when compared to the creative faculty of imagination The first three qualities 
are valuable adjuncts, and no one should sneeze at them But you might get along 
without the slightest beauty and little or no personal magnetism if you were gen 
erously endowed with the imaginative mind 

CHARLES CHAPLIN 

(1889 ) 

Charles Spencer Chaplin was born in Kennington, London His father, who 
also bore the name of Charles Chaplin, had been a great favorite of the London 
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when I recall my first work in moving pictures, I can’t understand how I was tol 
crated I had given the subject no real thought, but it was not long before I realized 
that even a man with special comic gifts will not last long in the amusement business, 
unless he studies and works 

It may seem rather out of place for the “litde guy” whom you see trotting about 
in funny situations before you on the screen, to talk about comedy as if it were a 
science, but I find that my application to the study of the subject has helped me 
enormously to what measure of success I enjoy 

Comedy is a strange thing, it is a most intricate calculation, the closest sort of 
character study, and the student must have intense sympathy with the serious troubles 
of his humorous characters The comedy that amuses the world today is identically 
the same as that which made the inhabitants of Babylon, or the Greek and Roman 
populace writhe and roll over with merriment in their big open air stadiums 
Only the methods have changed I suppose every age of the world has considered 
itself on the highest point of development Man is an egoist, and the man of any 
age has always seen himself the center of a picture In the heavy pages of history 
from the year 2110 b c up to our present comedy weaves its way What is known 
as comic relief, has always been direcdy opposite to the spirit of the times in which 
it prevailed The more intellectual the period, the more boisterous successful comedy 
became Barbarians had very litde sense of humor That is why the misshapen 
jester or the king’s fool was a very poor comedian according to our idea of comedy 
He got his laughs by playing on words, or mimicking a courtier, who was out of 
favor He said wise things, in an attitude that made his audience believe they 
were funny He was the end man in the world s minstrel show, and the king was 
very often the interlocutor. 

You sec, in those days it was not at all a funny thing to hit a man on the head 
with a mallet or jab him with a sword That sort of thing was part of every day 
life The epigram was the standard of humor, for there were no funny situations 
to speak of Much of the chivalry of those days seems absurd to us If a young 
man today takes off his overcoat, and throws it over a wet puddle in the street, so 
his lady can walk across dry shod, it will be sure of a laugh from any modern 
audience 

Briefly, this suggests that comedy has a history, and a professional comedian 
must study it. I was too young to take the subject up very seriously when 1 started 
In fact I doubt whether I was a comedian at all, when I made my first appearance 
on the stage, at the age of three, m my mother’s arms To be sure, her first appear 
ance with me, did represent a funny situation in the play, but 1 didn t know it at 
the time Four years later, when I was seven, 2 began my career as an actor 
My ambitions were all toward being a leading man, or an heroic star All ray cner 
gies, all my study as a youth were along those lines I never even thought of trying 
to become a comedian It was just an accident. 

At the moment when I had become a litde discouraged with my progress, in 
what actors call the legitimate drama, I got an offer from Fred Karno, to play a 
part in a vaudeville piece called “A Night In An English Music Hall ' It was 
totally a funny sketch, and I was cast for the part of a drunken spectator who was 
constandy giving his frank opinions from his seat in the box This was the critical 
turning point in my career. . . 

I worked very hard on the character of the drunken man, wanting to get every 
thing possible out of it, and as it seemed to be successful, I was almost contented 
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While I was playing the pan in this country, I received a very liberal offer to go 
into moving pictures, which I accepted at once. It is in my work on the screen 
that I have come to find that the real development of comedy is a very fascinating 
study The longer I stay at it, the harder I work, for it takes every bit of a mans 
time, thought and energy Then, it repays him immediately with the joy of work 
conscientiously done. 

Most of the little plays in which I have appeared in moving pictures I have 
written myself I learn something new every day All there is in moving picture 
comedy is to study the fundamentals After all, thats all there is in life, and it 
takes a lifetime to find them out If I were to attempt to explain the method by 
which my share of success in moving pictures has been obtained, they would not 
apply for someone else to work out. My methods are my own, created and de 
'eloped to reflect my personality, and what is best for me and my work There may 
be technical rules in comedy, but I don t think you could standardize them Comedy 
is the most serious study in the world 

There is no study in the art of acting that requires such an accurate and sympa 
thetic knowledge of human nature, as comedy work To be successful in it, one 
must acquire the gift of studying men at their daily work 

When I write a new play for the screen, I lay out my plot first then I put it 
aside, and I start out to find my characters in real life. First of all, of course, I 
search for the man I am going to represent myself When I find that man, I fol 
low him, watch him at his work, at his fun, at die table, and every other place I can 
see him Often, I will study one man for a week before I am ready to a o on with 
the play Generally, the best situations in a play, the funniest, will either be an cx 
aggeration of such action in real life that I have seen my counterpart pass through, 
but which was not at all funny m itself 

I have always tried to avoid burlesque, or at least not to depend upon it. I 
strive for naturalness in all my action One of the best instances of how I put a plav 
together and how I worked to develop it, is in the story of one of my plays called 
The Tramp 

The inspiration for it came from an accidental meeting with a hobo in a street 
m San Francisco He had the usual symptoms of his class, he was suffering a little 
from lack of food, and intensely from lack of dnnk I made a cheerful proposition 
to him, offering him both, and asking him which he would have first 

Why,’ he said, it I get hungry enough I can eat grass But, what am I 
going to do for this thirst of mine. You know what water docs to iron? Well, try 
to think what it will do for your insides 

We went into a barroom, he got the dnnk, and we sat right down then and 
there to have a bite of lunch The food and die dnnk wanned him and brought 
to the surface the irresponsible joy of life possessed by the nomad and the ne cr-do- 
wdl He told me the story of his life. Of long jaunts through the beautiful country, 
of longer ndes on convenient freights, of misfortunes which attend the unfortunate 
who are found stealing a ndc on a side-door pullman, and of the simplicity of the 
farmers who lived only a short distance from the aty It was a delight to hear him 
talk, to gather from it the revelauons of his character, to watch his gestures, and 
his tnck of facial expression All these elements were carefully watched by me, and 
noted for future reference. He was rather surprised when we parted, at my profuse 
thanks He had given me a good deal more than I had given him, but he didnt 
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know it He had only obtained a little food and drink and a chance talk from me 
From him, I had a brand new idea for a picture 

The moment 1 left him, I sat down to develop my plot. The play was really 
written around a character from life I imagined him on some of his wanderings 
through the country I introduced the situation of a beautiful country girl befriend 
ing him. Remembering his contempt for rural people and things, I constructed an 
imaginary senes of episodes dealing with his life on the farm I invented the situa 
tion of his falling in love with the girl, my tramp friend did not suggest any romance 
in his hobo life With the completion of the scenario came the real work 

It took three weeks hard labor to complete that two reel comedy I worked with 
every individual actor I explained to them the tramp s point of view, and I tried 
to make them respond as country people would to a trump At first the other 
actors could not grasp the idea That was very natural, because the idea was mine, 
and I had to give it to others before they could make it live We rehearsed o\er 
fifty times some of the small situations A little thing like the twist of a foot on a 
ladder, or dropping a bag of meal on a man s head, took hours and hours of time 
This was because I was striving for naturalness, and it meant intense concentration 
and hard work for all of us 

They know that I find naturalness in the screen-comedy by studying my char 
acters and situations in real life, and they have adopted my plan 

Most of the fun in Work, one of my very early releases, comes through the 
efforts of a painter s assistant to push a two wheeled barrow loaded with materials 
This idea came to me from a scene I witnessed, one that was not funny for the 
assistant, but very laughable for the bystanders The man was trying to get up 
hill, and the weight of the barrow kept pulling him up in the air, and letting him 
down again, until finally he was carried m a half circle over his barrow wheel and 
the contents were spilled I enlarged the idea, and the audiences shout with amuse 
ment. 

And yet, I heard a captious cntic say the other day that slap stick comedy 
was becoming all the rage on the screen The man who gave this information was 
in deep mourning He was probably a philosopher He said that the world was 
going to pot and that our vaunted civilization was merely a veneer The fact, he 
said, that intelligent people were laughing uproariously at the efforts of clowns 
and buffoons was a sign that the world was reverting to type He prophesied dread 
ful things, a return to the dark ages, and he expressed the fear that there would 
only be a few enlightened people left to keep up the refinements of life 

I have long ■waned foi a contest, to be announced, offering a pnie for the inn 
iuest thing 1 ever heard If it should happen, I am going to submit the statement 
of this philosopher, to win the prize. I say that, because I base a theory that comedy 
increases in refinement in inverse proportion to the refinement of the world in 
which it appears That is why horseplay was not funny to the barbarians 

JUDITH ANDERSON 
(1898 — ) 

Interpreter of passionate stage women, Judith Anderson was born in Adelaide, 
Australia, and educated at Rose Park, Norwood She appeared for the first time 
as Stephanie m A Royal Divorce in 1915 in the Theatre Royal, Sydney 
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After coming to the United States she played small parts with a stock com 
pany at the old Fourteenth Street Theatre and soon was interpreting leading roles 
for the troupe In 1920 she toured with the American actor writer William Gillette 
in Sir James Barrie’s Dear Brutus In Boston and Albany she played m stock again, 
coming to Broadway to appear in On the Stairs, Crooked Square, and Peter Weston 
In 1924 came her first New York success as Elisc VonZile in Cobra, which she also 
played m Australia. 

In 1929 she succeeded Lynn Fontanne in the arduous role of Nina Leeds, 
heroine of O’Neill’s Strange Interlude She toured in this role as she did in another 
O Neill tragedy Mourning Becomes Plectra, playing Lavinia Mannon Between 1932 
and 1935 she played in Firebird, Conquest, The Mas\ and the Face Come of Age 
and The Old Maid and made her first film in 1933 In 1941 came her stirring por 
trayal of Laby Macbeth to Maurice E\ans‘ Macbeth 

Under John Gielguds direction in 1947 she created the vengeful, despairing 
Medea in Robinson Jeffers’ adaptation of Euripides’ tragedy The role, which util 
izes all the vast resources of Miss Anderson’s art, is the triumph of her distinguished 
career Her intense artistry earned the gory tragedy successfully in New York 
and on an eight month’s coast to-coast tour In May, 1949, she returned to repeat 
her magnificent portrayal of anguish and wrath to eager New York audiences 
Lewis Funke, reviewing the return engagement at New York City Center Theatre, 
marvelled that Miss Anderson’s characterization after months of playing was even 
more notable than her original performances He wrote of her Gifted with a 
voice that has the range to cover many moods, she is haughty, disdainful, tender, 
cunning Daughter of a king, yet barbarian, she gives us a Medea that is demented 
with rage and jealousy over her lost husband, yet understandably pathetic, too It is 
indeed a memorable characterization that is a splendid technical achievement ” 


Stage Women 

' What type of role is y our fav onte? 

This question has been asked me often, and I am always at a loss for a definite 
and concise answer If I replied to this difficult question on impulse and announced 

I’d like to play an old dope fiend, and Peter Pan, and Juliet, and Lucretia Borgia, 
I would plunge my interviewers into a dark pool of perplexity They would doubt 
my sincerity This strange medley of roles would daze them They would imme 
diately make an attempt at classification As far as I am concerned this cannot be 
done I am not a type,’ as that word is interpreted in my profession I dont 
want to be one Nothing would appear more disastrous to me than being repeat 
cdly cast in the same kind of role 

There are so many strange, alluring, hateful, lovable, weird, tender, ugly wo- 
men of history and of life I want to ddineate all of them, or as many of diem as 
tny life span will permit The enumeration sounds paradoxical But what I mean 
is that I like characterization That, I believe, is my forte When I am given a part, 
it docsn t so much matter w hat kind of a woman I must portray as whether or not 
she is an interesting and plausible one. 

Judith Anderson A Stage Vamp on Women. New York Tit Theatre Magazine, October, 
1924, p. 22 Copyright 19 *.4 By permission of Paul Meyer 
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I like a play the action of which covers a period of years I like to see one 
woman’s entire life unfolded from youth and the dawn of love to the old age and 
fading memories period All the gamut of emotions run The beginning and the 
end There is poignant drama there That is the type of play I like tremendously 
Most plays only permit a flash of character revelation One mood One crisis One 
great happiness or one enormous tragedy But the play which carries a woman 
through the important years of her life, showing her as she was in the beginning, 
and as she might have been under certain circumstances and as she actually is at 
the close of life, is a play which delights me 

It gives me plenty of opportunity to draw a complete spiritual portrait of a 
human being All the facets of character turned to view I wish I had a beau 
tiful face For a woman of the theatre, it is a wondrous possession A beautiful wo- 
man can climb so easily An unattractive one has to work doubly hard to offset her 
lack, of facial charm And yet there are those who argue and contradict me They 
tell me I have a mobile, interesting face — a face which would never grow monoton 
ous to look at But it was a tremendous surprise to me when I was cast in a siren 
role Had I been casting Cobra I never would have selected me to play the part of 
the enchantress I would have visualized a beautiful face topping that sheath like 
gown Of course, as a matter of fact my lack of ravishing beauty has not in the 
slightest degree, proved a handicap 

Returning to the parts I like to do, I mustnt fail to mention emotional roles 
I like emotional roles because they permit the unleashing of one s feelings Wc are 
all more or less filled with inhibitions and repressions We are constantly holding 
ourselves in Civilization does that to us If we let go, let off a bit of steam, we 
are considered eccentric, temperamental or just plain mad I welcome varied 
roles with enthusiasm I am then in the mood to be all kinds of women on the stage 
A whimsical creature, a capricious one, a woman of many contradictory moods, a 
cruel one a malevolent one, a tender woman, a woman broken on the wheel of 
her own emotions Feline creatures, subtle, tricky, clever, selfish All of them But 
I do like to feel that the woman I portray is honest By that I mean, true to herself 
and her own make up She can be complex and difficult, but she must be plausible 
She must be the counterpart of some woman who actually exists, not merely a dra 
matic and fictional creature She must be recognized by the audience as some one 
they have met before 

After years of handling roles of diversified nature, I find that I am still un 
able to answer that question What type of role is your favorite? 

I like them all Some better than others Some less As long as they feature 
characterization I am content 

PAUL MUNI 
(1895 — ) 

Paul Mum (Mum Weiscnfrcund) was born in Lemberg, Austria. His parents 
were members of a Yiddish troupe which toured the important cities of Central 
and Eastern Europe before the company came to America It was in Cleveland 
that Mum was called upon to replace an actor who had been taken ill At the age 
of twelve he made his debut as a doddering graybeard As a joung man he joined 
the Yiddish Art Theatre of Maurice Schwartz (1890—) which has long been a 
center of Jewish language repertory In 1926 Mum assumed his first Broadway role 
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as a Jewish patriarch in We Americans With the play Four IVoIls be was at last 
parted from the beards m which he had been playing from his youth. 

Muni has created a notable senes of character portraits on the stage and screen 
Outstanding film roles were his gangster in Scarjacc. his impersonations of Zola, 
Pasteur, Juarez, and hts powerful portrajal in 1 am a Fugitive From a Cham Gang 
Among his memorable stage characterizations were Elmer Rice’s, Counsellor at Law 
and Maxwell Anderson’s Key Largo Alternating between stage and screen, 
he was seen on Broadway in the season 1SH8-49 in John Golden’s rental of Sidney 
Howards They Knew What They Wanted He and Paula Stone recreated the 
original roles of Richard Bennett and Pauline Lord. 

John Anderson, the drama critic, was able to observe early in Muni’s career 
“that extra quality that goes beyond mcrd> one performance and embraces a talent 
of quite obv sous personal persuasion . . . There is a pow er and nchness of texture 
m his acting and a sort of personal uolence that is carefully used for touches that 
are compelling and unforgettable.” 


The Mechanics of Movie Acting 

To act m motion pictures is to act in a world in which mechanical problems 
beset the actor on all sides his performance is governed by them, he cannot escape 
them From the time he appears on the set, his steps 3re caged by chalk marks and 
focal distances, his voice is directed by microphones, controlled by dials, and his 
image can only be seen if he moves with care within the cage. 

To speak of a motion picture performance is to speak of thousands of images 
on one strip of film, cemented together The actor does not himself select these 
images or juxtapose them His work in the pattern of the picture may be com- 
pletely changed through the assembling of these images, over which he has no con 
troh His pertormancc is recorded, stored and placed in neady labeled tins, then 
perhaps deleted Finally, it is unrolled, projected, seen through a lens and heard 
through a horn before an audience hundreds of miles away from him . . . 

Some actors have no choice in the selection of their scripts Others arc fortunate 
enough to be able to choose their own stones and to work with the writer from the 
beginning, watching the story develop and helping to mold the characters they 
will play on the screen I have been fortunate in this respect. My arrangement with 
the studio gives me a choice of four stones at a time, which the studio submits to 
me three months before production I select two of these for my year’s work. . 
while the writer is working on the draft ... I am studying the character I am to play 
from his background, type and manner of speaking and acting First, there is the 
physical appearance to establish. If my story is biographical, I try to get photo- 
graphs or paintings of the character Then I read as much of the background ma 
tcnal as is available books which explain his life and umes to me, and those mate 
nals which give me his mental world. For Zola, there was everything photographs, 
his books, what his contcmporancs wrote about him and the photostats of the court 
records in the Dreyfus case. 

In The Good Earth, the character of Wang Lung presented a difierent problem. 

Paul Mum The Actor Phyi Hji Part, in T Vt Make the M ones, edited by Nancy Naiamimrs 
New Yorks V W Norton and Company 1JJ7, pp. 131 1>J, Ilf 1*2 Copyright W7 By 

permission of V V Norton & Co. Inc. 
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Here was no historical character, but a type, a man who represented a whole race 
I tried to associate some sort of composite man with the Wang Lung I was about 
to play Quite frankly, I never felt that my mental picture of him was realized by 
my execution on the screen 

It is not important to be the historical replica of your character It is important 
to make him real io your audience I have never felt responsible for prcctseness of 
gesture In fact, I think that an actor should not try for this He shouli concene 
the part clearly, collaborate with the writer, and bring the character to life in all 
its meaning A biographer invents incidents, if necessary, to bring out hidden 
traits which explain a character more fully The actor cannot invent incidents But 
by concentration, voice and gesture, he re-creates a man 

In my preparation for acting a part, I would like to write a set of rules by 
which the technical mastery of acting may be accomplished But I have not found 
any such rules If I knew any which held, I should be glad to follow them Even 
if an actor has acquired a set of elementals in dramatic training, it is not enough 
for him to use them for the endre framework of his acung, and to penetrate no 
further He is far from an accomplished actor after he has received these funda 
mental theories and become expert in them He may be apt, with a pleasing voice, 
a natural gift for oratory, a quick mind and a graceful figure Perhaps he has ac 
quired all the theoreUcal foundations of acUng Perhaps he has put these into prac 
Uce and found them profitable- Yet, without a great emouonal capacity and a great 
heart, and without being the perennial student which any creative person must be, 
he cannot reach the depths of any role, because he only uses the fundamentals he 
has learned He may think he is a finished actor, but he is really only an expert 
trickster 

For me, acung is a constant study Each new role brings problems which I 
must solve empirically Others may be privileged to meet them in acung schools or 
under the guidance of coaches But I have had to work them out in experience, 
each time I play a part, or indeed each time I play a scene There is no textbook, 
no school of acung I can recommend I believe that an actor can really place him 
self in a part, relying on insunct and experience to guide him, without depending 
on academic formulas 

However, in learning dialogue I do have a pattern which is the reverse of 
what I have said about the feeling for a part This method has been most helpful 
to me I have found it best to parrot my lines, to memorize them directly, so that 
I can speak them without analysis or thought for their meaning Often I will read 
a speech over and over, at home, unul the phrases come to me automatically and 
rhythmically 

While parroting my lines, some of the thought behind them is bound to pene 
trate subconsciously, so that my interpretauon is partially set, but not so rigidly 
that I cannot change it. Once die lines come to me automatically, I discard them 
completely and think of the thoughts they express Often I substitute other words 
until I am confident that the lines are mine and that I need no longer think of them 

Sometimes I change the shadings of the words because they have assumed a new 
significance Now they begin to live During this process I often note, in the margin 
of the script, assoaauons and parallel feelings which have come to me while I "as 
learning my lines . thus my associations helped me to determine the cadences of 
my lines Y 

When I read a scene which has never even remotely touched my life, i use 
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the associative method or substitution, thinking of situations which may have noth 
ing in common with the one I am to play, but which, for me, will evoke the mood 
and feeling of my scene. Gradually it becomes clear to me The words no longer 
matter, it is the thought which predominates Concentration on meaning will make 
an actor change lines sometimes, but it will keep fresh in him the underlying mo- 
tives of the scene 

On the stage, you have a strong sense of security You are sure of your four 
weeks’ rehearsals, with the entire cast, from the beginning to the end of the play 
You can work gradually into the part, knowing the timing and the rhythm, letting 
the process become subconscious, and later you may color and change and add to 
the characterization But in acting for the screen you do not have the same sense 
of security Your sets change, your scenes are juggled according to available floor 
space, not according to the continuity o£ the script, and once a satisfactory take is 
made, the scene is finished There is no possibility now of molding character 
through the infinite repetition of one scene 

The uncertainty continues Often a script is revised during shooting, and must 
be learned from day to day Sometimes the writing is so close behind die shooting 
that your lines are chalked for you on a blackboard out of range of the cameras, to 
be read as the scenes are shot Or you may be slated to do an exterior scene on Mon 
day, and on Monday the sun is not out 

Since the scenes are rarely taken in the order of the script, the actor must make 
the additional effort of mentally coordinating his lines before the camera He must 
be ready to reorient to the state of the scene preceding the one now being shot and 
absorb ns effect so that his work will show the proper emotional development On 
the stage, he can build mentally scene by scene, and in a logical scries But a screen 
actor must do without any of this 

In working with other actors, I must visualize in the same way I do when 
creating a part for myself For acting is mainly reacting — to someone else And you 
can only react if you mentally re-create a person who has qualities to which you are 
sympathetic For example, if you are called upon to play a scene with an actor whom 
you must hate in a scene, and whom you really like, you must visualize the kind of 
person you really hate, so that your reaction will be true It is this response of an 
actor which an audience senses, and which it feels is either true or false 

The extent of response of audiences depends on the degree to which they iden 
tify themselves with the character the actor is projecting If the identification is com 
plete, so that his joys and sufferings become theirs, then only can his acting reach 
them, then only can it be truly successful 

It has been said over and over again that actors are exhibitionists, that by act 
ing they are merely demonstrating feats of temperament, but I think that a good 
actor is actually a creator, and that the character he creates through his physical self 
is another person, totally unrelated to his own personality Personally, I prefer 
parts that are unlike myself, and not those exhibmonisuc parts that arc given to many 
Hollywood stars, who act as themselves on the scccn. 

Because of the star system, it is easy for an actor to fall into a senes of identical 
pans, and these are identical because the actor does not create another person, but 
only exhibits himself There are few who have not fallen into this worst of actor s 
habits But the system is not snatched out of thin air It developed because the aver 
age movie fan goes to admire the stars, not to see them act. The strongest compul 
sion in the motion picture industry has been the glorification of the stars, and the 
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elaborate work of the publicity departments has been centered on such an appeal. 

For my part, I refuse to play duplicate roles I have frequently turned down 
good parts because they were too close to work I had already done A creative actor 
must master as many kinds of parts as he can find, to increase his range and to 
present being typed. 

The recent emphasis on biographical stories has opened a new field for the 
actor Within the limits of history, the actor has much opportunity to interpret the 
character His life has set its mark on history, his actions ha\e been recorded We 
are sure of his humanity, because he has lived A character in the mind of an author 
sometimes keeps ns remoteness, it may never come to life The interpretation of a 
fictitious character may change tremendously between the hands of its actor and 
author, and an entirely different conception may result A biographical role, on 
the other hand, is a complete person In the characters I have played on the screen, 
I have tried, without being didacuc, to say something interesting to audiences, some 
thing significant about our times Both Louis Pasteur and Emile Zola appealed 
directly and forcefully to their audiences Each was potent in his ume, Pasteur 
effectively opposed the bigotry of medicine as it was practiced in his century, and 
broadened the field of experimental science Zola spent his life championing the op- 
pressed through his writing, he persevered in a ureless search for the truth. Both of 
these men were willing to risk themselves for their work, they needed, above all, to 
function in society 

I believe the application of such lives is clear I hope that what I have said will 
point to this belief of mine that whatever knowledge of behavior, of technique, or 
processes we may have, wc must go beyond in motion pictures We must be able 
to give artistic and emotional assistance to audiences Pictures must devote them 
selves to more than story or personality They must present themes which will reach 
the audience The actor who can present these themes through himself will make 
a vital and idenufying contact with his audience By re-creating the lives of char- 
ters which have been potent social forces in their own ume, perhaps the actor can 
reach people and influence them so that they will go forth with a new strength 
and a new vision in combating the evils of our own society 

WALTER HUSTON 

(1884 ) 

Walter Huston is representauve of the veteran trouper schooled in stock, vaude 
vdlc, the stage, and the screen Born in Toronto, he made his first stage appearance 
there in 1902 New York saw him first in 1905 in Hal Reid’s drama In Convict Stripes, 
followed by a minor role in Richard Mansfield s producuon of Julius Caesar After 
touring in The Sign of the Cross, Huston left the stage for a number of years In 
1909 he reappeared in vaudev ilte with his first wife As Whipple and Huston, they 
did sketches on the circuit until 1924 In that year Huston undertook the role of 
Ephraim Cabot, the frost bitten patriarch in O Neill’s Desire Under the Elms This 
producuon in Greenwich Village was sponsored by O’Neill, Kenneth MacGowan, 
and Robert Edmond Jones, who directed it with great scnsmvity Although the play 
brought down the wrath of the blue noses it was defended by established, respect 
3 ble theatrical figures like Brander Matthews, Percy MacKaye, and Edward Sheldon. 
Other early roles included Ponce de Leon in The Fountain, Flint in Kongo, and a 
memorable performance as Nifty Miller in The Barker. 
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In 1934 came Huston’s Sam Dods worth in Sidney Howard’s stage version of 
the Sinclair Lewis novel Huston and Fay Bainter as Mrs Dodsworth were the per 
feet personification o£ the typical mid western middle class couple, Huston created 
the role again for the films At Central City, Colorado, in 1934, Huston first shaped 
the role of Othello which he brought to New York in 1937 It is the problems 
growing out of this characterization which are analyzed by Mr Huston m his con 
tnbution to this \ olume. 

Walter Huston has had a distinguished film career which began in 1928 with 
Gentlemen of the Press and has included Abiaham Lincoln, Rain , The Shanghai 
Gesture, and many others Huston s portrayal of the toothless prospector in his son 
John Huston’s Treasure of the Sierra Madre, which featured Humphrey Bogart, 
won an Academy Award in’1949 John Huston, carrying on the family tradition m 
a new medium, took the Academy Award for the best direction 


The Success and Failure of a Role 

We were about to open Othello m New York. We knew we were fairly 
intelligent acton But just so there would be no doubt about it we sailed in and 
played Othello with a relish and a zest, played it as we would have on a dare— 
with all the knowledge wc had, with all the verve and understanding we could 
bnng to it. Our performances were made better by the sumulation of a large New 
York first night audience, which always brings a great excitement to bestow upon 
the play if the actors will absorb it. 

For my own part, I never felt better on any stage than I did that night My 
performance, it seemed to me, had never been so keen Between acts 1 spoke of it, 
I m really enjoying this,” I said I've never known it to go like this And every 
one else seemed to feel the same There was no doubt in our minds that the audi 
ence felt it too, for vve on stage could sense it We felt we had it in the palms of our 
hands That we could move it at will we were certain we were a success we 
earnestly believed, as deep down as a man can, that we had given a hell of a per 
formance, as fine a piece of work as our lives ever fashioned 

Certainly I had never had that warm feeling of successful achie\ement as I had 
it that night. It occurred to me during the broil and confusion of the aftermath 
that I had spent too many years of my life outside the magic circle of Shakespeare. 

I awoke at seven o clock and, having awakened, I could not resist the dis 
turbing desire to see the morning papers I decided to read the News first, for I 
knew that Burns Mantle’s star system of rating could be seen at a glance the 
two and a half stars I found above Mr Mantles column gave me a shock That 
meant he had found litde in Othello to praise 

Hastily 1 picked up the Times Tabloids might be all right for the movies 
and the modern drama, but for appreciation of the classics, I assured myself, one 
had to look to the Times Imagine the shock to find that Mr Atkinson s opinion 
was no more favorable than Mr Mantle’s! Quickly I snatched up the other papers, 
as a stunned prize fighter clutches his opponent, but as I read them one by one it 
slowly dawned on me that the show was a failure I could hardly believe it After 


Walter Huston In and Out of the Bag Othello S ts Up in Bed the Morn ng After and Take* 
Notice. New York Stage Megasine, March, 1917, pp 5+ 17 Copyright 1917 By permission of 
Walter Huston 
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all those months o£ work, after all that fond care, after all that had been said, after 
hundreds of changes and experiments — after we had patted down every minute de 
tail, could it be that we had produced a poor thing? 

The brunt of all the criticism fell on me No matter how I deluded myself, 
I could not escape the clear cry against my performance I tried to tell myself that 
the trouble with the critics was that they did not want me, whom they considered 
a homespun fellow, to try to put on airs I refused to see any truth in the adverse 
criticism I read, but instead turned it around and used it to criticize the critics 
Did they not know that I had studied the role longer, had given it more thought 
than any role I had ever played? Couldn’t they accept my conception rather than 
dictate to me from their own ignorance? But then I knew this argument would not 
hold water, either All they knew about my performance, I was slow to admit, was 
that it did not move them, that it did not grasp and hold their interest, that it did 
not entertain them, did not ring their approbate e bells On the contrary, their stom 
achs ached for me But then I knew that even if I had encompassed the character 
of the Einstein Theory so that it made plain and good sense to me, it need not 
necessarily therefore appeal to the public That was a hard and large lump to 
swallow 

What made it so hard, I guess, is the fact that Othello [was] my first failure 
in thirteen years— that and the fact that I had bent every effort toward making it as 
fine a production as the American theatre had ever known 

[Here] it appears, is my principal fault in playing the Moor I was not fero- 
cious enough, I did not rave and rant. I have no intention of defending myself 
here, of justifying my performance, my conception of the character of Othello 
Either I was convincing in my performance or I was not, and evidendy I was not 
But after the abundant criticism, when it was obvious we were going to sink, I de 
cidcd to play the role as my critics thought I should I went forth with a mighty 
breath in my lungs and tore through the performance like a madman I hammed 
the part within an inch of burlesque, I ate all the scenery I had time and digestion 
for, I frightened the other actors, none of whom knew I had changed my charac 
tenzauon And upon my sold, the audience seemed to enjoy it But please accept 
it from me — that performance was no good, on the contrary, it was terrible Any 
twenty year-old schoolboy could have played it that way I was ten twenty thirty 
melodrama of the very lowest sort, so far as my actions were concerned, m beautiful 
costumes and against magnificent settings If that is acting then I have spent the 
last thirty five years m vain My subdued conception may not be the right one for 
Othello, I will grant, but it is so far superior to giving the role the works that there 
is no comparison, honesdy If I had the whole thing to do over again I think 
I would arrive at the same characterization I gave opening night 

It is good to have a failure every now and then, especially for someone like 
myself who has had so much good fortune It balances the books, you might say 
it draws you up sharp and makes you take stock That is not always pleasant You 
know, you forget about failures if you have a series of successes It seems to you 
odd that men cannot get along in this world In all probability you begin thinking 
you are composed of extraordinary ingredients, that you are not like other men So 
you feel sorry for the beggars on the streets and give them dimes Now Im not 
trying to be sentimental, and I hope I m not being too platitudinous when I say 
what any fool knows — that is, that success breeds success, just as money breeds 
money, and rabbits breed rabbits It is true also that the rich man loses heavily 
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That is good He should I m glad I was a failure or I should have forgotten these 
s tropic things, things I learned many years ago when, wandering about the streets 
of New York looking for a job, I was penniless and hungry It does you good to 
quit kidding yourself 

I dont think Im through playing Shakespeare There is no desire m me to 
show anybody, and least of all the dramatic critics of New York newspapers, that 
I can play tL The hell with such vanity But the truth is that I have become en 
snared by the magic of the guy s web It is quite clear to me now why so many of 
the worlds great actors (practically all of them) have grown up to play Shakes 
peare His work is a challenge to any actor His work holds a fascination for the 
actor such as nothing else in the literature of our theatre does Having plaved 
Shakespeare, even in a production which flopped, was an experience by which my 
life is immensely enriched I m tickled pink to have done it And I m not picking 
up any crumbs when I say I am not in the least disheartened that it was not a success 
And jet, just the same, it would have been nice if it had been 

JMYMOND Ai/ISSEY 

(1896- ) 

The Canadian born American actor and producer Raymond Massey was edu 
cated at Toronto University and Balliol College, Oxford In World War I as a 
Captain m the Canadian Field Artillery, he saw service m France, where he was 
wounded 

The role of Jack in O Neill's In the Zone was his first professional assignment 
at England s Everyman Theatre in July, 1922 Following this debut he appeared in 
a number of plays, including Saint joan and m 1926 embarked on his managerial 
career in conjunction with Allan Wade and George Carr at the Everyman Theatre 
Here he created a varied repertory of interpretations 

In the next years he alternated between New York and London, playing Hamlet 
m New York in 1931 and Bull Dog Drummond in London in 1932 In conjunction 
wnth Gladys Cooper he appeared in two of the plays of John Van Drutcn, The Rats 
of Norway and The Shining Hour, in 1933 34 

Perhaps Massey s greatest artistic challenges were the title roles in Ethan Frame 
and Abe Lincoln in Illinois Robert Sherwood s Abe Lincoln in Illinois ran for two 
years and gave Massey a role with which he has b'iome indelibly identified in the 
mmds of the American public. 


My Delineation of Lincoln 

I look on the actor as an interpreter, not as a creator In the modern theatre, 
which has outgrown the old idea of the vehicle play, the creative force is supplied 
by the author . 

This is not to minimize the actor He is an all important factor in the theatre, 
for after all the people want to see plays, not read them But it may help to explain 
why there is no basis, in my opinion, on which to compare actors and acting Every 

Raymond Massey Acting m The Theatre Handbook and Digest of PUys edited by Bernard 
SobeL New York Crown Publishers pp 2J 27 Copyright 1940, 1948 By permission of Crown 
Publishers. 
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job — every part — « a new problem The minute one generalizes one finds every 
rule promptly refuted In the theatre everything, from playwrighting to set-design, 
has to be tackled free of convention or precedent 

As to whether an actor ‘feels the part or merely simulates feeling, it seems 
to me that every actor has his own method I can speak only of mine In the period 
of gestation of a performance, the actor must immerse himself, not m the * feelings’’ 
of the character he is portraying but in an understanding of the character In this 
process he does actually lose some of his emotional identity — but only temporarily 
It must be clear that in the course of the run of a play it is quite impossible for any 
actor so to lose his identity if he allows hts emotion to dominate the performance, 
he will lose all unity, all power of reproducing the character And it must be re 
membered that performances are given under any and all circumstances 

Personally, I have not felt the part before an audience in twenty years Act 
ing to me, is always a case of outside looking in Without that detachment it 
is impossible for me to maintain the control necessary to keep the performance at 
proper pitch 

Naturally an actor like anyone else, is much moved by a play He reads it, 
reacts to it, works into it— -gets fond of it — feels that he understands it. But once 
that reaction to a piece of writing has jelled and become part of his experience, 
it is the actor s job to get that understanding over to an audience according to the 
author’s intention It is quite possible for an actor to be impressed and moved, or 
depressed and disturbed by his own performance But unless he detaches himself 
from these personal feelings, he can never acquire the discipline which gives tempo 
rhythm and balance to the production as a whole 

In the case of a long part — as that of Lincoln m Abe Lincoln in Illinois — it is 
necessary for an actor, as die run progresses, to obtain an almost mechanical grasp 
of the character, precisely in order not to seem mechanical from out front By a 
mechanical grasp ’ I mean having the character so thoroughly in hand that it can 
be played with the actor s mind at rest, detached, and therefore able to avoid me 
chamcal acting The part of Lincoln being very long, I have found it necessary 
to let it run in its stride, for stretches, then every few performances, to take it apart 
and put it together again — in order to avoid stagnation 

This method is particularly applicable to emotional or romantic parts la com 
edy, it is more a question of timing and so called technique. The actor must be 
e\en more flexible, because audiences and their reaction to comedy are more van 
able But in all acting, the actor s one aim must be to convey the illusion of com 
plete spontaneity — except m certain poetic or declamatory parts where a certain 
studied quality may be of value 

Again and again I am asked the question how much research should an actor 
do in preparing his part? White getting ready for Robert Sherwood s Abe Lincoln 
in Illinois, which I have played on both stage and screen, I deliberately avoided more 
than a cursory research The deep study of Lincoln which Mr Sherwood had made 
supplied me with a wealth of relevant material which an autho* of his genius and 
theatrical knowledge considered sufficient — and not more than sufficient — for dc 
veloping the character 0\ cr-embellishment — a satiety of detail — might ha\e sen 
ously jeopardized in performance a figure which the author had conceived in superb 
economy and sincerity I think an actor should always assume that the author has 
purposely cut off the ragged edges of a character 

Of the person of Lincoln m Abe Lincoln in Illinois the movement, control of 
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hands, body and expression are mine, not the author 5 And my face is m) own ex- 
cept for a little nose putty As to the voice — here is an example of the dangers of 
research 

In the months preceding and during rehearsals of Abe Lincoln in Illinois, I 
talked to several people who had known Mr Lincoln, and I read in the Herndon 
letters and other sources about Mr Lincoln’s mannerisms and ph) steal character 
istics not covered by the authors specific stage directions I found that hts voice 
was shrill, raucous, high pitched I also found that his voice was deep and reso- 
nant. I found that he spoke with a slow drawl — and also with a staccato nervous 
ness That he moved with the panther grace of an Indian — and also with quick 
steps All of which information I eventually threw aside in favor of a ph>sical 
delineation which I considered most theatrically effective to project Mr Sherwoods 
Lincoln across the footlights 

To sum up, it seems to me essential in the theatre — where projection and cn 
largement arc the core of acting, and where everything must be slightly larger than 
life to survive the trip across the footlights — that technical control and detachment 
govern the performance completely At least, that is the only way I have found to 
accomplish any dung I am convinced that abandonment of this control to the vaga 
rics of the artists own emotions may blur and distort the authors mtcnUon which, 
after all, is what we arc trying to deliver, clear-cut, to the audience 

I should like to be able to dose with an analysis of types of acting,” giving 
examples from the work of many fine people of die stage, but I cannot do it After 
twenty-one years of experience in the theatre I do not bclicie there is such a thing 
as a type of acting I am still unable to analyze someone clse's performance. I do 
not know what problems presented themselves during preparation or how they were 
overcome. I still believe that every actor is an individual who does not bdong to a 
‘school ’ or subscribe to a system” or conform to a type. * 

Good actors, like good plays, arc made of flesh and blood, not bundles of tricks 

STELLA ADLER 

(1902 — ) 

Born in New York City, Stdla Adler is die youngest daughter of Jacob and 
Sarah Adler, progenitors of what is probably the largest faintly group in the con 
temporary American theatre. In 1939, the date which marked the fiftieth anmver 
sary of Sarah Adler’s debut on the American Jewish stage, u is estimated that there 
were no less than seventeen members of the family acme in the theatre Jacob Adler, 
internationally called the Jewish Henry Irving, as far back as the turn of the 
century was presenung at the Bowery theatres an unusual repertory of plays with 
great skill Norman Hapgood wrote that his visits to Adlers theatre gave him 
“more to think about and less reason to regret time ill spent than most ot iny the 
atre evenings on Broadway The acting averages high, and Jacob Adler is one of 
the most complete and finished actors I have seen. Asked once why he didn t play 
a certain part, he replied, It is a fine role, and I should enjoy it, except that 1 once 
plajed a part much like it.’ Such a statement from an American actor would be a 
surprise, as our players have lines’ Mr Adler plays everything ’ 

Stella Adler acted with her parents both here and abroad m the plays of Toi 
sioy, Ibsen, Hauptmann, Shakespeare, and other classics She recalls playing the 
part of a page boy in the \f ere hart of Venice at the age of four Alter study at 
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New York University she appeared in numerous Broadway productions, including 
Karel Capeks The Woild We hive In and Lynn Riggs’ The Big La\e With the 
Group Theatre she played leads in The House of Connelly Success Stoiy Night 
Over Taos, Gentlewoman, Gold Eagle Guy Awa\e and Sing and Paradise Lost 
In 1935 Stella Adler spent six weeks with Stanislavsky reviewing at first hand the 
problems of actor training as they revealed themselves in the practice of the Group 
Her detailed report brought about modifications of the application of the Stams 
lavsky method by the Group Theatre 

Stella Adler directed the London and California productions of Golden Boy 
She has appeared in numerous films and in 1942 was an associate producer for 
Metro Goldwyn Mayer Stella Adler is married to the director producer-critic Har 
old Ciurman, whose The Fervent Years is the story of the Group Theatre and the 
Thirties 

The Actor in the Group Theatre,’ which was especially written for this vol 
umc, describes the creative dimate in which the Group Theatre actors matured 
Miss Adler has compared her impressions of this period with those of a Group 
Theatre colleague, Sanford Meisner 


The Actor in the Group Theatre 

The actors of the Group Theatre at its inception varied in their social back 
grounds, in the level of their craftsmanship, their talent, and their personal aims 
Some were idealists, others were dreamers or careerists, there were sail a few others 
who could manage with absolute sincerity to be a combination of all three This 
is not unusual or unique in a good actor 

A less homogeneous group of people would have been difficult to find, and 
once found, to mold them into an ensemble required foresight, courage, and a fanati 
cal will power Having this will, you soon discovered that they all had many things 
in common from the very beginning They had an intense need for conunuity of 
work and for earning a livelihood On an artistic level, they had a desire and a 
deep need to develop themselves as actors 

At the earliest stages of the Groups formation, the attention of some of these 
actors was caught by fiery and enthusiasUc talks on the theatre The theatre was 
analyzed and dissected and reshaped, and the actors place in terms of this theatre 
which was being founded caught their particular interest from the beginning They 
listened and tried to understand From this emerged two ideas which challenged 
and lured them These two ideas contained what later became the signature of the 
Group Theatre Those actors who stayed on to listen decided to follow and only 
then gave their allegiance to this theatre 

"Ihe first idea asked the actor to become aware of himself Did he have any 
problems? Did he understand them in rclaUon to his whole life? To society? Did 
he have a pomt of view in rclaUon to these quesuons? 

A pomt of view was necessary, he was told The actor should begin to quesuon 
and learn to understand a great many things A better understanding of himself 
would inevitably result It would be of great artistic use for the actors to have a 
common point of view which they could share with the oilier co workers of the 
theatre. The actor was told that it was necessary and important to convey this point 
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of view through plays to audiences, that theatrical means and methods had to be 
found to do this in a truthful and artistic way 

The second idea talked of the actor in relation to his craft He must develop 
himself as an actor through his craft It was necessary for the actors to use the same 
basic craftsmanship Only m this way could they achieve a real ensemble and 
through the ensemble, a creative interpretation of a play 

When these tuo ideas merged, the actors realized that this theatre demanded a 
basic understanding of a complex artistic principle, that all people connected with 
this theatre, the actor, designer, playwright, director, etc., had of necessity to arrive 
at a single point of view which the theme of the play also expressed And that 
each of the above artists would best express that point of view through his individ 
ual craftsmanship This idea was reiterated m a thousand ways, it never changed 
in its basic philosophy 

The individual actor was supposed to understand this more or less, but it would 
be difficult to say when the understanding became orgamc in each one It was m 
teresting to most actors who listened, but how the idea was helpful to him as an 
actor varied with each individual There were those probably who understood The 
others tried to be clear and often tried to clarify each other Most actors are not 
really ashamed when an intellectual or artistic idea remains outside his understand 
mg Each knew, however, that it would be of greatest benefit if it could be made 
to work Where would this benefit be possible? Most certainly, through his per 
formance 

And so it was Each actor could sec the overall aim being channeled into each 
individuals craft the playwright in his rewrite, the scenic artist incorporating it 
through his sets, the approach of the director to the basic intenuon of the play, and 
in the actor himself, the understanding of the character he was to play It now 
steered the actors whole conception and therefore his performance In this way, 
slowly, over the years was he able to say that he could understand it organically It 
was mosdy this practice and new use of himself in relation to the idea of the theatre 
that made him able to sacrifice many important things for the Group Theatre 

The Groups approach to the actor in accomplishing this aim was unique in 
this country The individual actor s total personality was supposed to be dealt with 
It was the actor s development which was needed He had to become a craftsman, 
to acquire a craft in which he could put experience, talent, intuition, etc. For this, 
a basic technique had to be found The actor, like everybody else, had personal 
problems These problems had to be understood and respected and to some degree 
resolved His economic, personal and artistic problems were of direct concern to 
the theatre The actor s growth depended to some degree on his being understood 
and helped Also, this theatre, by its very nature, involved him m many problems, 
economic and artistic which would have made it impossible for him to function 
without sympathy and help If an actor in this theatre was uneven m his perform 
ance, it was clear that there was a problem of his discipline which had to be dealt 
with If another actor, through intolerance in some form or other, was emotionally 
limited m his scope, he had to be clarified, sometimes re-educated Another actor s 
talent, through shyness or insecurity, was becoming limited Such a problem affected 
his performance, the other actors, the play, and, in fact, the whole theatre and the 
way it functioned Therefore, this approach was considered necessary so that the 
actor could bring the maximum of himself to his work and consequently to the 
whole theatre 
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It was not taken for granted by the Group Theatre that because an actor had 
proven talent or a background of experience that he could necessarily help achieve 
such a theatre. This puzzled a great many actors who were anxious to work with 
the Group. The actors who were interested from the beginning in the formation 
of such a group were those who accepted the theatre’s over-all concept — and conse- 
quendy knew his place in relation to it, especially as it pertained to the actor’s ego 
The very nature of ensemble demanded this understanding. It was from the first 
inevitable that many sacrifices had to be made, especially in terms of importance of 
the parts assigned and the question of salary. The actors of the Group had to be 
strong to survive the hardships involved. And there were those who survived and 
those who were destroyed. 

Only a very few actors at the beginning had studied the Stanislavsky method 
Most of the ensemble had achieved the craftsmanship one gets by acting on any 
stage under various circumstances, Broadway plays, litdc theatres, stock, etc. The 
others had less experience or schooling of one type or another A new approach to 
acting had been created by Stanislavsky and practiced in Russia by the Moscow Art 
Theatre. When that theatre came here, we became aware of a new high standard 
in ensemble acting Two of his most important disciples, Mr Boleslavsky and 
Madame Ouspenskaya, first taught this method to young American actors. It was 
considered by far the soundest creative technique for actors and it was used by the 
Group Theatre from the beginning, although in a very special way 

The Stanislavsky method is complicated and difficult to explain. Stanislavsky 
hunself knew the danger of trying to formulate his theory in this way. One can 
make an honest but limited attempt by saying that the actor is first trained in a very 
real use of hunself in relation to acuons, sense of truth, imagination, the use of justi- 
fication, and the approach to emotion. The actor discovers many ways to build his 
craft and release his emotions each time anew rather than imitate or approximate. 
This is part of the training, however, not an end in itself. The end through this 
craft permits him truly to interpret a character. For many reasons, it was consid- 
ered necessary for the Group Theatre, at the beginning, to start with rehearsals of 
a play. The play was read, analyzed and the author’s intention was clarified through 
analysis. The actor was then faced with the study of his part. These first rehearsals 
constituted the Group actor’s first schooling in the method. 

The analytical approach to the play as soon as rehearsals began interested and 
stimulated many of the actors. There were others, however, who preferred to get 
close to the play more slowly. They preferred the character to unfold through the 
process of rehearsal, absorbing the content of the part and play from one rehearsal 
to another. These actors felt the greater satisfaction of creating the characterization 
themselves rather than assmulaung it through the director’s understanding. The 
analysis of plays to this degree diminished in later years, the director finding that it 
crowded the actor too much. The system was immediately incorporated stressing 
the use of actions, a variety of improvisations and exercises called “Affective Mem- 
ory,” The use of actions permitted an actor the immediate understanding of the 
text as it related to his own part. Through their use, he learned to act what was 
really going on m the sub-text, that is, behind the words. Through improvisations, 
these actions became alive in the actors before the words of the text were studied. 
They were also used in many ways for developmnt of characterization and to darify 
the play’s real situation. “Affective Memory” exercises were used mainly to catch 
a particular emotion needed for mood, for coloring, for charactenzauon. 
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Some of the actors worked m classes outside rehearsals, on other aspects of the 
method or their interpretation of it. This was done most generally for die develop 
ment of imagination and characterization The Group Theatre used these methods 
for three >ears during which it produced six plays Only in 1934 was the approach 
to the actor s craft changed very radically The emphasis which had been put very 
strongly on the conscious manipulation of the actor s exact emotion was abandoned 
by most of the actors The Stanislavsky system was from then on reinterpreted by 
pressure coming from his own statement. This clarified the area in which the Group 
had misunderstood his theories From that tune on, the emphasis shifted Now 
emphasis was put on the circumstances of the play and a much stronger use of the 
actors need to find greater justification in the use of these circumstances and a more 
conscious use of them There is hide room in this article to attempt by illustration 
further clarification which could be helpful 

The system, mostly through the clarity of actions as they helped both the di 
rector and actor, had in it so much strength that even before these important changes 
were made, it had, from its first production, created the most important ensemble 
to date developed in this country And consistently afterwards, during all the years, 
the ensemble of the Group Theatre never fell below the standard it first established 
for itself It was said of this ensemble that it was skillful and inspired that the 
performance was an expression of the ideal that the Group Theatre method was the 
only way to prepare a play It could also be said that the original Group Theatre 
credo seeped through to the whole theatrical organism from the very first produc 
Uon, rather than to individual actors From the collective effort from the entire 
Groups sincerity, from the fervor and enthusiasm and dedication to an aim, each 
play was filled with a spirit that gave to the play a greater artistic meaning than 
any individual s contribution 

Many of the actors from the beginning suffered strain, despite the importance 
of relaxation in an actor s work To a large degree, this was because the actor was 
asked through the use of this Affective Memory or emotional substitution to deal 
consciously with that part of himself which was intended to remain unconscious 
The Stanislavsky technique has an over all aim m relation to the actor It teaches 
him what to do consciously so that he can be free and spontaneous emotionally 
From the beginning, therefore, the system benefited chiefly the more experienced 
actors They knew they could act — had already done it — had fulfilled the require 
menu needed in the professional theatre They were able to bring an independence, 
therefore, which they had achieved through experience They had the confidence 
which comes with performance, no matter how self-critical one is They used the 
method in this context They added these new acting elements and were therefore 
able to feel themselves more aliv e more emotionally fluent than before They became 
aware of this growth and could now recreate a part with each performance 

The others, less experienced, less hardy, accepted the new approach literally 
A great many of these tailed in their development as actors and lost confidence in 
their old techniques They became confused Nevertheless, their individual per 
formances were often excellent because of the rehearsal methods, each scene was 
given an architectural solidity which was difficult for anyone to break down, and no 
matter what their individual acting problems were, they nevertheless helped enor 
mously to achieve the ensemble excellence Beginning with the season of 1934, those 
people who joined the Group as younger actors, or apprentices, or even hangers-on, 
began to grow as craftsmen in this alive enterprise 1 hese new people were given a 
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chance to work more slowly before they were asked to take over responsible parts 
They were able through their crafts to create a conscious structure for the sponta 
neous opening up of the subconscious It was only then that the actor as an indi 
vidual became an independent creator These years produced some of the best and 
most typical Group Theatre talents who together with the older actors were able to 
influence through acting, directing, and teaching, an important part of the Amen 
can theatre 


ALEXANDER KNOX 

(1907 — ) 

Alexander Knox, best known for his screen portrayal of Woodrow Wilson, 
was born in Strathroy, Ontario, and attended the University of Western Ontario 
His first stage appearance was at the Peabody Playhouse in Boston in 1929 In 1930 
his playing took him to London, where he remained for a decade One of his Lon 
don roles was Larry in Anna Chttstic The season 1937 38 was spent by Knox with 
the Old Vic where he appeared in Richard III Othello Macbeth and several con 
temporary plays, including Shaws Geneva in which he had the role of the Judge 
In 1939 Knox participated in the Malvern Festival 

Returning to America in 1940 Knox undertook the role of Friar Laurence in 
Romeo and Juliet the title role in Jason and Baron Tuzenbach m The Three Sisters 
In Hollywood since 1943 Alexander Knox has appeared m nuny films It is inter 
estmg to note that of the three Canadian born actors represented m this volume, all 
have portrayed American presidents — Raymond Massey and Walter Huston having 
interpreted Lincoln, and Knox, President Wilson 

Knox is the author of a play, Old Master and a novel, Bride of Quietness 


Acting and Behaving 

In this paper I propose to discuss actors, and to discuss them as if they had a 
contribution to make to the joy of living and to society On the stage and on the 
screen there are two kinds of actors — actors who behave and actors who act I hope 
to convince you that there is a difference between acting and behaving on the screen, 
and that acting is richer than behaving 

The most powerful critic in the country, Mr George Jean Nathan de 
dares that a screen performance bears the same relation to a stage performance that 
a hiccup bears to Camille’s tuberculosis If I make any attempt to answer back, 
Nathan asserts with finality Coquelin is the only actor who ever lived who proved 
that he had a critical mind in the appraisal of acting ’ However, the published 
words of Minnie Maddern Fiske and William Gillette, and some of the comments 
of George Arliss, Ellen Terry, and others, seem to me to indicate that Nathan's 
statement is a trifle sweeping, so I will not allow it to scare me into silence 

There are many uses for the motion picture camera, but I believe the chief use 

Alexander Knox A condemn on from Act ng and Behaving * Los Angeles Hollywood Quar 
terly. Volume I Number 3 April 1 946 pp 260 269 passim Copyright 1 946 By perm st on of 
Alexander Knox and The Hollyuood Quarterly 

The author wi.hes to draw attent on to the fact that this article was written before the re 
lease of Sir Laurence Olivier s Henry V and Hamlet 
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will always be to show character in action There can be more or less character, 
and there can be more or less action but the irreducible minimum content of novels, 
plays, and screen plays is character in action 

Acting and bchaung The difference is not only aesthetic, it is also psycholog 1 
val, and it is very closely tied up with the customs and techniques and mechanisms 
of the sound stages 

Of course there arc some experts — many of them casting directors — who do not 
recognize the existence of either acting or behaving To them it is a simple matter, 
summed up in the phrase type casting A fine actor, a friend of mine, has expressed 
the same thought this way In a movie, he S3ys, everything surrounding the lead 
ing man and the leading lady must be real The flowers m the garden are real, the 
rug on the floor is real, the walls are real, the pictures arc real, the doors are real, 
the trams arc real, the sofas and the sidewalks are real The old mother is real the 
old unde is real all the subsidiary characters arc played by actors who are skillful 
enough to be as real as the walls and the sofas and the streets In the midst of this 
reality you put a leading man and a leading lady Well, maybe some leading men 
and leading ladies aren t real, but what of it? Surrounded in this way, they loo ^ it! 

I have never considered type casting to be the solution In practice it is too 
easily reduced to absurdity According to that method, there is no reason why a 
drugstore derk should not play a drugstore derk, a teacher a teacher, and a doctor 
a doctor It has been done often enough, and with success, but it tends to limit the 
subject matter of the film writer Really interesting and important people are 
not types With the types easily available, stories would grow increasingly repcti 
tious, increasingly dull, and I have a suspicion that the real source of material for 
movies, as for any other art, is life, and not an achieved imitation of life 

Behaving is a form of acting which is much admired in Hollywood and else 
where, mainly on the grounds that it holds the mirror up to nature It is natural 
But two very good critics have uttered certain warnings about behaving Every 
young and revolutionary group of actors in the history of the theatre, and I think 
this applies with equal force in the shorter history of the movies, has seemed more 
natural than its predecessors I have no doubt that, as John Mason Brown says 
Burbage would have thought Betterton too radd, that Betterton would have ^missed 
strength in Garrick, that Garrick would have been disappointed m Kean, Kean in 
Irving Irving in Gielgud, and Booth in Barrymore 

John Mason Browns word of warning about behaving* begins Actors arc 
commonly supposed to be good actors if they do not seem to be acting at all, and 
he continues laier, To admire their performances as being the kind of art which 
conceals art is one thing and a just cause for admiration But to mistake their acting 
for not being acting to applaud them for tins very reason, is not only to insult the 
actors in question but to commit the final insanity of slovenly thinking One of the 
pleasantest sensations they can afford us is for them to make us fed, however mildly, 
that what is done is done with a reason and by people who know what they arc 
doing so that no one mistakes the mutot that is held up to nature for nature 
hersdf 

And Mr Bernard Shaw, another good entic, pets the same point more conoid y 
The one thing not forgivable in an actor is Being the part instead of fi lying it. 

Behaving, at its best, is the kind of art which conceals art. Edward Dmytryk, 
a brilliant director who has helped a number of actors to give excdlent perform 
anecs says, If a man hasnt quite perfected the technique of naturalness, we say 
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he underplays, but when he has perfected the technique we say he is only playing 
himself ” 

In fact, behaving, when it is perfectly done, has always been the most profitable 
form of acting, and the form which inspires most confidence Behaving makes use 
of intelligent observation and an alert contemporary mind Its power is the power 
of reality, and without it no mummer has the right to call himself an actor 

But behaving is capable of abuse Behaving is a form of acting which can be 
used to display the same kind of empty idealizations that fill some of the popular 
magazines and pass for human beings The result is that a completely unreal crea 
tion, a man who never did exist on land or sea, is made real by the misuse of an 
actor’s skill The process is one of selection Whatever imaginary type happens to 
be the wishful dream of society at the moment is built up of segments of a human 
psyche, and all those which would contradict or make diffuse the single effect of 
the whole are conveniently omitted 

These common idealizations change from age to age The gloomy introversion 
of the mid Victorian Puritan Romantic has now been superseded by the cheerful 
inanity of the happy extrovert 

The concentrated pressure of Radio, Magazines, Newspapers, and Movies to 
make this happy extrovert the admired type seems likely to lead to just as serious a 
national sense of frustration as the Puritan pressure toward introversion did at the 
turn of the century Most people, happily, are between the extremes of introversion 
and extroversion The Puritans created frustration by moaning, ‘Look to your 
soul! ’ at every opportunity We may create a similar frustration by yelling, Smile, 
please! Everything s wonderfull when everything is — well — not quite wonderful 
The reason for this concentrated pressure is not going to take anyone a lifetime of 
grinding study to discover A population of the cheerfully inane is apt to need beer 
as an escape from reality The more beer, the more refrigerators to keep it cool in, 
the more cars to transport it m, and the more bathrooms to dispose of it m Sales 
mount 

Behaving is the servant of this kind of idealization because it makes the false 
seem real and the phony true Behaving is the form of acting without which second 
rate dramatists would be completely lost 

Is acting any different? What is it? What can it do? Acting seems to me to be 
behaving plus interpretation The difference between acting and behaving is the dif 
ference between Menuhin and the first violin, the difference between Van Gogh and 
Sargent, between William Shakespeare and Ben Jonson The ability to paint photo- 
graphically is probably a necessary part of a painters equipment, but it does not 
make a painter 

Now I am going to attempt the impossible I am going to try to tell you what 
I think acting is I m going to hang onto the beard of the prophet Shaw ull I find 
my balance Shaw is speaking about Henry Irving, whom he did not like He says, 
Irving was utterly unlike anyone else he could give importance and nobility to 
any sort of drivel that was put into his mouth, and it was this nobility, bound up 
with an impish humor, which forced the spectator to single him out as a leading 
figure with an inevitability that I never saw again m any actor until it rose from 
Irvings grave in the person of a nameless cinema actor who afterwards became 
famous as Charlie Chaplin Here, I felt, is something that leaves the old stage and 
its superstitions and stalcness completely behind, and inaugurates a new epoch ” 

This is a comment by Shaw on Duse. He is explaining to Ellen Terry how to 
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become an actress an occupation most men would have thought rather imperti- 
nent) but Shaw didn t mind, and neither did Miss Terry. “At first you try to make 
a few points and don’t how how to make them. Then you do know how to make 
them, and you think of a few more Finally the paints all integrate into one con 
tinuous point, which is the whole part in itself I have sat watching Duse in Camille, 
analyzing all her play into the million or so of points of which it originally consisted, 
and admiring beyond expression the prodigious power of work that built it up 
Now the actress seems to make no points at all This rare consummation Duse 
has reached." 

Here is the poet, W B. Yeats, speaking of a performance of Bjornson’s Beyond 
Human Power by Mrs Patrick Campbell “Your acting had the precision and deli- 
cacy and simplicity of every art at its best. It made me feel the unity of the arts 
w a new way.” 

. . . The comments I have quoted were made by men of taste, each superb in his 
own profession, each critical, and each well provided with standards of comparison, 
and I suggest that these comments were made on an art which is more than behaving 
— an art which has the power to shock and excite, an art which has a function and 
a life and a purpose of its own, an art which is difficult to understand and even to 
detect because of its evanescent nature, an art which is a deep intellectual and emo- 
tional experience, and which leaves the psyche of the person who has been in con- 
tact with it subdy changed 

And if this seems to be a spasm of mystical nonsense, I would suggest that who- 
ever feels that way about it should suspend judgment until he has tried to define 
for himself the higher reaches of some other art as well It is not easy. 

The inevitable comment will now be made. “These actors were stage actors. 
Even supposing there is a certain amount of validity in your mystical nonsense, how 
does that apply to the screen?” 

And I have to confess that, with the exception of Chaplin, I have not seen a 
sustained performance on the screen to which I would be inclined to apply similar 
words But although sustained performances on this level may not exist on the 
screen, we have all seen short bits of film m which “acting” in this high sense has 
been caught and held . . . There were superb moments of performance in Cagney’s 
Yankee Doodle, and in an inferior film. Dr Jekyll and Mr. Hyde, Spencer Tracy 
had moments of peculiar effectiveness . . . Several sustained passages m Paul Mum’s 
two fine performances, Zola and Pasteur Barrymore’s Bill of Divorcement, Raimu in 
La Femme du boulanger, Nikolai Cherkasov in General Suvorov, and a scene in the 
same film where an actor whose name I do not know — he plays an old soldier — by 
telling a lying story of his old campaigns creates the kind of excitement that acting 
alone can give. . . 

The last of these recollections is more recent, and you will probably all recall it. 
This performance, which, in my opinion, more nearly touched the quality of the 
Keans and the Duses than most was given by Barry Fitzgerald in Going My Way . 

I am told that Mr. McCarey, whose skill is unrivaled, told Mr. Fitzgerald on many 
occasions that the camera would keep on turning until he finished acting, that he 
was to do what he felt like, and that he was not to worry about wasting film. . . . 

The point about this long recital of memorable bits is an answer to the widely 
held belief that acting may be valuable on the legitimate stage, but only behaving 
is useful in movies. 

Is acting of any use to the screen? 
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It seems obvious to me that the high qualities of fine actors in the past are not 
confined to the past, it is equally obvious that the essential quality that is acting has 
too seldom been caught in any sustained way on film But it has been caught If it 
can. be caught in bus, there seems to me no good reason why it should not be caught 
more often as a sustained performance. 

If it is to be caught, it will have to be caught as acting, not as behaving I be- 
lieve that a thorough study of the customs and techniques of the sound stage might 
indicate the reasons for the somewhat disproportionate preponderance of behaving. 
To refer again to John Mason Brown’s warning against slovenly thinking, one form 
of slovenly dunking, which is particularly difficult to combat, I have noticed more fre 
quently in some of the younger writers and directors who are vastly impressed with 
the power of their medium but whose occasional comments indicate that they liter- 
ally don’t know how an actor works The present custom of prev cnting writers from 
working on the set and from meeting actors has something to do with this, but it is 
not the whole reason Pride in the power of the medium persuades many people to 
think that the contribution of an actor is very slight, and anyone who knows the his 
tory of the movies at all can point to certain fine films in which the contribution of 
an actor was almost nonexistent But the fact that such films have been made does 
not suggest that no odicr kind of film can be made, and I belicv c that as the nidus 
try matures the contnbuuon of the actor will become more important. 

Great plays provide great parts, great parts discover great actors There are no 
great parts without passion, and there is no passion without belief Passion is the 
emotional expression of a great conviction Without convicuon, which is partly in 
tellcctual, passion becomes hysteria Hysteria and the absence of emotion cannot 
subsutute for passion and restraint. 

In the complicated mechanism of a film studio, in the tremendous costs of pro- 
duction, it is at present impossible to give the necessary time to acting Behaving, 
when an actor has practiced it for years, becomes a finished product, a performance 
that can be turned on and oil with less nervous strain than acting, which must al- 
ways give what William Gillette called “the impression of the first ume ” But if the 
distinction between acting and behaving is understood, I believe it is possible that 
improved techniques of the camera may make acting a steadily more valuable com- 
ponent of films ... It is a special ability of the actor, if he has suitable material, to 
provide, first, ‘the illusion of the first ume,” and second, a sense of physical, intel- 
lectual, and cmouonal life, which is more vivid than life itself. . . . 

The most powerful barrier against acting on the screen rises from the fact that 
film is only about forty years old, and the happy writers, cameramen, and directors 
arc sull discovering new things about it This will be, m the long run, all to the 
good, but just at present it makes it awkward for the actor. Tricky cinematography, 
from writers, cameramen, and directors, can destroy illusion faster than anydung 
else I know ... 

Actors arc frequendy asked questions such as ’ Don’t you find tricks of direc- 
tion, photography, wriung, and cutting helpful to the character you arc playing?" 
And the answer must be a strong affirmauve. But there is a great difference between 
clarifying a “character” and helping the actor. The invention of the tractor was a 
great help to the plowhorse — it put him out of work. Too often, in film making, 
trickiness is used not as a help to the actor but as a substitute for acting, and the 
man who knows his craft is therefore deprived of the advantages which he has a 
right to assume that knowledge of his craft will give him. . . 
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... A bit of trickiness which irritated me and many others recently came in 
the very successful picture Spellbound Miss Bergman kissed the doctor, and shortly 
afterward a senes of three doors opened, apparendy without help from human 
hands This, my reason told me, symbolized the dawn of love in Miss Bergman, the 
beginning of brighter things— the opening of doors — a literal translation of a lit- 
erary cliche to the screen. Personally, I have complete faith in Miss Bergman’s ability 
to convince me that doors are opening in her soul, if she is given adequate material 
to do it with, and frankly, I’d rather look at her opening the doors than see Mr. 
Hitchcock do it — or see them open by themselves. 

These are just a few of the things that make acting difficult on the screen, and, 
correspondingly, make behaving easy. .. Behaving is not enough when the story 
deals with a character of any size or complexity. 

Great plays, great parts, and great performances coincided in England in the 
seventeenth century. The film is capable of far greater development than the the- 
atre was capable of, and I expect great screenplays, great parts, and great actors IF — 
and it is an important IF- — there are still actors with the range and training and the 
power and the experience to play these parts. 

Both behaving and acting take training, but acting takes more. 

Where are the actors to find it? 

JOSE FERRER 

(1912- ) 

A decade ago, Jose Ferrer was relauvely unknown Then he rc-crcated the tide 
role of Charley s Aunt and immediately established himself as one of the foremost 
farceurs of the American theatre. 

There is no theatre in Ferrer’s background The son of a distinguished Pucrto- 
Rican lawyer, Rafael Ferrer, he was brought to the United States at the age of six, 
where he received his education. Even though an impressive array of budding the- 
atrical talent, including James Stewart, Myron McCormick, and Joshua Logan, was 
at Princeton during Ferrers undergraduate years there, he did not participate in 
the college shows Jn his last year at Princeton, where he devoted himself to the 
study of architecture, the President of the Triangle Club persuaded him to supervise 
the scenery of their show, but much to everyone’s astonishment, especially his own, 
Ferrer was given the lead after a trial reading. This was the first ume he had ever 
been backstage. In February, 1935, he announced his decision to enter the theatre 
to his friend, Jimmy Stewart. Ferrer dabbled in stock that summer at Sulfcrn, New 
York, and then the big day arrived— his first Broadway engagement. In A Slight 
Case of Murder he delivered one deathless line. 

The actor first established himself as a personality in Maxwell Anderson’s Key 
Fargo, which starred Paul Muni. In the summer of 1940, he went to the Me. Kisco 
Playhouse as director There he conceived the production of Charley's Aunt. His 
performance of the Utle role — which included everything from swinging from chan 
defiers to playing the piano a la Chico Marx- — made him a star. It was this hilarious 
performance, paradoxically enough, which gave him the opportunity to play Iago 
to Paul Robeson’s Othello in the Theatre Guild’s production directed by Margaret 
Webster. Any doubt that Ferrer was an actor of tremendous force was dispelled by 
his lago interpretation. Desdemona was played by Uta Hagen. 
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With his memorable Cyrano de Bergerac he became an actor producer Cyrano, 
perhaps the juiciest role in the theatre, gave him unparalleled opportunities as an 
actor During the course of the Broadway engagement of Cyrano, two matinee per 
formances were offered by Ferrer in which the understudies played the leading roles 
Tn the fall of 1947 he went to Hollywood for his first venture in motion pictures as 
the Dauphin m support of Ingrid Bergman m Joan of Ate On his return from the 
West Coast, Ferrer established a repertory of drama at the New York City Center, 
producing, directing, and acting in a series of classic and modern plays They in 
eluded Volpone, Angel Street The Alchemist four one act Chekhov comedies, four 
Eugene O Neill one acters, and The Insect Comedy In 1949, Ferrer enjoyed a long 
run in Robert McEnroes The Stiver Whistle In that year he was awarded the 
medal for ‘ beauty of speech in the theatre” by the American Academy of Arts and 
Letters 

One of the most versatile actors on the American stage, Helen Hayes has said 
of him I honesdy believe America, in Joe, has a First Actor There has been no 
one since Barrymore who could act superlatively from classics to farce ’ 


A Not Too Imaginary Interview 
Between a Young Aspirant and Myself 

Youvo Aspirant Mr Fer er, I wonder if I might take a few minutes of your time 
with a few questions I want to become an actor and I should like to have your 
opinion on several matters 

Jose Ferrer A very few minutes is all I can give you I’m very busy 

Y A I imagine you must be, what with interviews and parties and conferences 

] F Quite the opposite I have to hurry to a dancing lesson and then to a singing 

lesson 

Y A That’s very interesting Why do you study singing and dancing? 

J F When an actor walks on the stage, he has only two physical elements to work 
with and on which to rely his voice and his body, that is to say, his appearance 
His voice speaks the words the playwright has written His body, cither by activ 
lty or inactivity, helps to project the mood the author has conceived If the secret 
of art is control and I believe it is, then vocal and physical control arc mdtspens 
able to one who would call himself a true actor 

In addition to these thcorcucal considerations are the pracucal ones of having 
to perform eight times a week, under varying conditions An actor is a human 
being like anyone ebe fall most') be can bate a co'id, be can be tired, be can base 
domestic or financial or personal worries It is then that a well trained body and 
voice support him when he himself is failing To descend to personal experience 
for a moment, when I played Charleys Aunt I lost twenty five pounds because 
of the physical exertion Try playing Iago without a perfectly conditioned physi 
cal instrument and find out for yourself what hard work can be And you know 
that Cyrano’s first quiet, intimate scene, in which he reveals his love for Roxanc 
comes immediately after a duel that lasted five minutes m my production But 
Cyrano must not be out of breath, nor appear winded, nor desperately need a 
drink of water to moisten a parched throat. And the worst part of all is that all 
this technique is quite unimportant to the audience They take it for granted, 
and sit back waiting for the artist to shine through 
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Y A You mean to imply, then, that acting is an art? 

J F An interpretative art, yes Not a crcauve art An interpreter cannot work 
without the aid of a creator The reverse is not true. Without Burbage, we still 
have Hamlet. Without Tamagno vve still have Othello Without Heifetz we 
still have Beethoven Without Shakespeare or Verdi or Beethoven, we cannot 
have Burbage or Tamagno or Heifetz 

Y A Docs this mean that an interpretive artist cannot be creative? 

J F Within the confines of an interpretative medium, the actor can be and should 
be very creative Or if you wish rc-crcauvc The actor is the agent for the play 
wnght He represents him on the stage. He has to pass on to the audience the 
Visions which the author dreamt as he sat before a blank piece of paper and began 
to fill it with words The extent to which he fulfills and enhances and extends and 
—very importantly — -projects this original meaning is one of the measures of his 
creative ness 

Y A. What are some of the other measures? 

J F Not being a dialcctiuon, I will not try to analyze but rather to synthesize. 
What I look for m the theatre — as I do in any art form — is Truth This is not a 
catch phrase or a deceptively simple answer By the definition one must believe 
Truth, and a successful work of art makes me believe and I then consider it 
truthful I believe a tree by Rembrandt I believe Madame Rovary or Don Quixote 
I believe a symphony by Mozart. And I must believe the play and the actors 

Y A. You spoke before of the importance of controlling the voice and the body 
Docs that mean that you prefer a technically proficient form of acting to the in 
tuitnc or emotional or sincere kind? 

I F I know there are apt to be two schools and I for one see no reason why the 
two schools should exist separately Obviously, there must be sincerity and emo- 
tion or you will not have real truth On the other hand, the actor must have the 
technique with which to work or he may simply project a turgid muddy emotion 
which lacks clarity and control A piamst playing a great piano sonata must prac 
ucc exercises and we expect his execution to be flawless Just understanding the 
composition emotionally is meaningless unless he is capable of expressing this 
meaning By the same token, the technical brilliance and dexterity arc to be taken 
for granted with an accomplished artist. We know he can execute we wait for 
him to interpret The same is true of an actor All the vocal^ and physical control 
in the world arc absurd in the hands of a mere technician We are entitled to hear 
and to see and to understand Wc expect adequate lighting and good make up 
fall technical aids, Jike voire and body), and now we demand a spiritual or moral, 
that is to say an aesthetic contribution The union of form and content is the 
mark of die great artist. 

Y A. I sec. 

J r Do you* Congratulations Well, Im afraid our time is up 

^ A One more question Which is your favorite role? 

IF Of those I have played or those I hope to play? 

Y A. Of those you have played 

J r Whichever one I am playing at the time you ask the question. 

Y A And of those you hope to play? 

J F My next Goodbye. Come and see me again 
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HOWARD LINDSAY 

(1899 ) 

Despite a first appearance on the stage at the age of ten as an assistant m a 
lightning calculator act in vaudeville, Howard Lindsay did not give serious consid 
eration to the stage until his freshman year at Harvard when he abandoned the 
idea of becoming a Unitarian Minister and enrolled in a dramatic academy For a 
decade, starting in 1910, he appeared in tent shows, vaudeville, burlesque, silent pic 
tures, and stock companies He toured with McKee Rankin through mining camps 
and od fields of the west. Later he played Shakespeare, Sophocles, Euripides, and 
Wilde with the Margaret Anglin company During World War I he staged and 
directed camp musical comedies as an enlisted man His first substantial success 
came in 1920 as an actor m and director of George S Kaufman and Marc Connelly s 
Dulcy which starred Lynn Fontannc After Dulcy Lindsay was associated cither as 
author, director, or actor in a long scries of successes including To the Ladies Your 
Uncle Dudley Gay Divorce and A Slight Case of Murder 

In more recent years the fabulous team of Howard Lindsay and Russel Crouse 
have institutionalized the Day family in the phenomenal Lift e IVith Father and us 
sequel Life With Mother 

I learned acting the only way, Howard Lindsay has said, in the school of 
repertory and stock No one made Broadway on a year or two of training and ex 
perience. You started perhaps in a local company After a while you might be 
taken on by a touring show, working your way up to supporung, then leading roles 
Eventually you might say to the manager. Let me try a part on Broadway when 
you have one I might handle ' Actors don t get that kind of training today 

With his wife Dorothy Stickney as Mother Day, Howard Lindsay has had the 
unenviable task of incarnating the irate head of the Day clan for 3,213 perform 
ances He is probably the best qualified modern actor to discuss the problems of 
the actor in the long run play 


The Problem of the Actor in the Long Run Play 

J M Kerrigan tells us of the night he forgot to raise his eyebrows When an 
other actor addressed a certain line to him Kerrigan would raise his eyebrows The 
audience shouted with laughter At one performance Kerrigan s mind wandered — 
he forgot to cstse h:s eyebrows There came from the audience the same shout of 
laughter It was a bitter moment. 

In the first months of a run the actor is consciously trying to improve hts per 
formance Herein lies a real danger He adds much small detail that are elaborations 
in no way helpful to the audience They consist of gestures such as Kerrigans 
raising of his eyebrows 

As a matter of fact most of these bits of business that creep in are bang done 
when the audience isnt looking at the character at all, or certainly shouldnt be 
looking at him If they are being done when the actor properly has the audience s 
attention, he is usually adding entirely unnecessary detail that, instead of helping 

Howard Lindsay Confessions of Father Day New York Times, January IS 19*9 Theatre 
Section, pp 1, 3 Copyr ght 19*9 By perm ss on of Howard Lindsay 
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make the moment more graphic, is distracting the audience from the simple value 
of the spoken line 

There is the oft told story of the notice that appeared upon a certain theatre 
call board 


REHEARSAL CALL 
11 00 AM Monday 
To Take Out the Improvements 
(Signed) George M Cohan 

Quite often during the early part of the run of Life With Father our canny 
director, Bretaignc Wmdust, would point out to me that Howard Lindsay, the 
actor, was trying to help out Russel Crouse and Howard Lindsav, the playwrights, 
when they simply didn t need any help There are, of course, moments when the 
actor can help the playwright enormously, but there are so many moments when 
the playwright needs no help whatsoever except to have his lines truly spoken 

Nothing pays off in the technical side of acting so much as economy of method 
When we sometimes think wc are adding value to our performance, we are merely 
cluttering it up with insignificant trivia Perhaps one of the greatest lessons in act 
mg I ever learned was a remark I heard made by that great actress and great stage 
director, Margaret Anglin The insignificant weakens 

The actor s chief problem in the long run is to keep his performance fresh — 
to preserve what William Gillette emphasized in his essay on acting The Illusion 
of the First Time This demands a constant and intense concentration It is when 
the actor is creating reality for himself that he is creating reality for the audience 
Some actors feel that to keep a performance fresh they must indulge themselves 
m variations of business and the inflection of their lines There is no sound reason 
for doing this The actor is an interpretive artist It is his job to find the very best 
performance of his role and to be able to repeat it with the same precision expected 
of the pianist, violinist or ballet dancer Acting is a behavior assumed in order to 
have a precise effect upon an audience The actor s reward lies in the consciousness 
that he is achieving an exact effect To be able to repeat our best performance is 
the heart of interpretation 

When playing in a comedy the difference in audiences is most apparent m the 
frequency and volume of the laughter After being used to a mghdy hilarious 
response, there will come an audience that refuses to be greatly amused The imrac 
diate temptation is to broaden the performance There sets in a determination to 
make the audience laugh, and the actor assumes a comicality that seldom achieves 
its purpose. 

Prescribing the treatment for the dull audience, Bretaignc Wmdust laid down 
for us in Life With Father a dictum of profound wisdom When you can t amuse 
them convince them Instead of trying to make the sober minded audience laugh, 
the actor should eliminate any conscious comedic edge to his performance and set 
out to create a reality both for himself and for the audience. 

Usually it is not long before that particular audience is roaring with the best 
of them If not, perhaps you have given that audience a greater reward than laugh 
ter To my mind, for an audience to become so absorbed m a play they forget they 
are in the theatre is the greatest refreshment of spine our institution has to offer 
During a long run there is a notable difference between the audiences of the 
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first several months and the audiences that follow Those who hurry to see the 
new success are the habitual theatre goers They are trained in theatre going Un 
consciously they know the language of the actor s technique and respond to certain 
signals 

As we get beyond the habitual theatre goer, a change of interest takes place in 
the audience Those out front have less appreciation for the nuances and subtleties 
of the actor s performance Their interest is in the story the playwright has set out 
to tell them 

Too often an audience assembles at a comedy that has been running a long 
time to find the actors striving more broadly than ever to achieve the laughter they 
were used to in the early part of the run In this determination to be comical, the 
actors go farther and farther away from any truth of characterization The audi 
ence ceases to be amused by them, to believe in them or to believe in the story 

It is very easy, during a long run, unconsciously to shift an emphasis in your 
characterization You dont know what has happened to you but something is 
definitely wrong and you lose faith m your own performance 

For example, during most of the moments of Fathers frequent indignations, 
there should be always uppermost his sense of incredulity that these things could be 
happening to him It was very easy for me to lose this edge of astonishment and 
become merely exasperated 

Also, there would creep into my explosions an acerbity that was most unat 
tractive I still recall with deep gratitude a remark Dorothy made to me as we were 
driving home after a performance You know, Howard, I don t think Father is 
so much bad tempered as hot tempered This thought switched me back upon the 
track from which I had become derailed 

Lest I sound too damn noble, I wish to add that nothing helped me toward a 
conscientious performance so much as a conscious interest in the royalties 
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Appleton Century, 1947 

Creizenach, Wilhelm Geschicble Jet Ncveren 
Dramas 5 vols Halle Max Niemcyer, 189) 
Dickinson, Thomas H. (Editor) The Theatre 
in a Changing Europe New York Henry Holt, 
19)7 

Dubeck, Lucien, Montbrial, Jacques de and 
Madeleine Horn Monval Histone generate 
illustree du theatre S vols Paru Librame de 
France, 19)1 19)4 

The Encyclopedia Britannica The Theatre and 
Motion Pictures A Selection of Articles from 
the Hew Fourteenth Edition of the Encyclo 
pedta Britannica New York Encyclopedia Bri- 
tannea, 1929 

Flanagan, Hallie Shifting Scenes of the Mod- 
ern European Thi itre New York Coward Me 
Cann, 1928. 

Freedley, George and John A Reeves A His 
lory of the Theatre New York Crown Pub- 
lishers, 1941 

Fuller, Edmund A Pageant of the Theatre New 
York Crowell, 1941 

Gassner, John Masters of the Drama. New 
York Random House, 1940 
Goldberg, I The Drama of Transition Native 
and Exotic Playcraft Cincinnati Stewart tt 
Kidd, 1922 

GoRelick, MoRdecai New Theatres for Old 
New York Samuel French, 1941 
Gregor, Joseph Weltgeschschte dts theaters Zu- 
rich Phaidoo-Verlag, 1933 
Hughes, Glenn The Story of the Theatre A 
Short History of Theatrical Art from its Be 
gtttttistgs to the PteKRt Day New York. ham. 
ucl French, 1928 

Jacobs, Lewis The Rise of the American Film 
New York Harcourt, Brace, 1939 
Kraft, Irma Plays Players Playhouses Interna 
tional Drama of Today New York George 
Dobsevage, 1928 

Miller, Anna Irene The Independent Theatre 
us Lurope 1887 to the Present New York 
Long & Smith, 1931 

Nicoll, Allardyce Ftlm and Theatre New York 
Crowell, 1936 


Simonson, Leb The Stage Is Set New York Har- 
court, Brace, 1932 

Sobel, Bernard (Editor) The Theatre Hand- 
book and Digest of Plays New Yorki Crown 
Publishers, 1948 

Stevens, Thomas Wood The Theatre from Ath 
ens to Broaduay New York D Appleton, 19)2 
PERIODICALS 

Actors by Daylight, or, Pencihngs in the Pit 
(London)* 

Actors by Gaslight, or 'Bos * in the Boxes (Lon- 
don)* 

Broadway Magazine (New York) 

Buehne und Welt (Berlin) 

The Curtain (London) 

Die Deutsche Buehne (Berlin) 

Drana (Chicago) 

Drama (London) 

The Drama, or. Theatrical Pocket Maga.rne (Lon 
don)* 

Freie Buehne jurr M odernes Ltbrn (Berlin) 
Gcsellschaft fuer Theater gesehichte (Berlin) 

Green Book Album (Chicago) 

Hollywood Quarterly (Los Angeles) 

International Literature (Moscow) 

International Theatre (Moscow) 

Mask (Florence) 

Le Monde Dramatique (Paris)* 

New Theatre (New York) 

New Theatre (London) 

New York Dramatic Mirror (New York) 

New York Dramatic News (New York) 

Players Magazine (Racine, Wisconsin) 

Quarterly Journal of Speech (Columbia, Missouri) 
Revue D Art Dramatique (Pacts) 

Soietskoe Iskusstvo (Moscow) 

Sonet Literature (Moscow) 

Stage (New York) * 

Teatr (Moscow) 

Theatre (New Yoik) 

Le Theatre rt Comoedia lllustri (Pans) 

The Theatre An Illustrated Weekly Maga me 
(London) * 

Theatre Annual A Publication of Information and 
Research in the Arts and History of the The 
atre (New York) 

Theatre Guild Magazine (New York) 

Theatre Notebook (London) 

Le Theatre, Reive Mensuelle Illustree (Paris) 
Theatre Workshop (New York) 

Theatre World (London) 

The Theatrical Examiner (London)* 

The Theatrical Inqumlor (London)* 

The Theatrical Journal (London)* 

The Thespian Mirror (New York)* 

VoLi (Moscow) 

* Nineteenth Century Publications 
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Taylor, 520 
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Macready, 305 
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Jefferson, 476 
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Shakespeare, 82 
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Talma, 184 

Boucicault, 470 

Levies, 320-32) 

by-play 
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Adler, 136-340 
Antoine, 221-222 
Copeau, 223-224 
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EVANESCENCE OF ACTING 
Guitry, 213 
Jefferson, 476 
Kemble, 311-332 
Lessing, 242 
Lewes, 313-314 
Talma, 179 

EYES, EXPRESSION OF 
Betterton, 101 
Cicero, 24 
Marlowe, 497-498 
FILM ACTING 
Duse, 412 
Eisenstein, 431-434 
Howard, 373-379 
Knox, 140-343 
Mum, 327-330 
Pudovkin, 433-438 
GESTURE 

Barrault, 230-233 
Betterton, 101-102 
Brecht, 283-284 
Cicero, 24 

Delsarte, 192-193, 194 
Di Sonn, 48-49 
Jouvet, 227 
Lessing, 244 243 
Lewes, 319-320 
Quintilian, 27, 29, 30 
Riccobom, 61 
Shakespeare, 82 
ILLUSION OF THE 
FIRST TIME 
Bclasco, 502 

Di So mi, 49 
Gillette, 486-489 
Jefferson, 478 
Knox, 344 
Lindsay, 349 
IMAGINATION 
Belasco, 303-304 
Bernhardt, 213 
Eisemteia, 433-434 
Fiske, 308 


Naaimova, 313 
Reinhardt, 277 
Talma, 180 
Taylor, 318-319, 320 
Terry, 334 
LMPROVISATION 
Cecchim, 30-32 
Gherardi, 58-39 
Perrucci, 36-37 
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Belasco, 501-502 
Betterton, 101 
Clairon, 171-172 
Cra.g, 357-358 
Diderot, 162-164 
Dumcsml, 174-176 
Garrick, 136-137 
Irving, 329 
Jefferson, 474-473 
Kean, 298 
Lewes, 323 
Macready, 306, 307 
Plato, 6 8 
Samson, 189-190 
Stanislavsky, 431-432 
INTELLIGENCE 
Belasco, 500-501 
Coquelin, 204 
Hill, John, 123-125 
Kemble, 310-311 
Lewes, 320 
Redgrave, 388 
Talma, 180-182 
INTERPRETATION 
OF ROLES 
Barrymore, 516 
Booth, 483-484 
Cecchim, 30-52 
Gielgud, 382-384 
Huston, 531-533 
Khmeljov, 447-448, 449 
Massey, 333-533 
Riston, 396-402 
Siddons, 142-145 
LONG RUNS 
Archer, 345 
Bancroft, Squire, 325 
Gielgud, 381-382 
Lindsay, 548-550 
Massey, 534 

MAKE-UP AND FACIAL 
EXPRESSION 
Booth, 484 
Coquehn, 199 
Di Somi, 46 
Quintilian, 29 
Riccobom, 62-63 
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Belasco, 504 505 
Bernhardt, 211 212 
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Devnent, 262 
Di Somi, 48-49 
Fay, 365 
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Lewes, 314-316 
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Sbaw, 350, 351-352 
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Betterton, 9!, 100 
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Duse, 413-414 
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Gielgud, 385 
Jefferson, 474 
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Lessing, 246 
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Diderot, 162 
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Gillette, 486-487 
Jefferson, 476-478 
Macready, 306 
Stanislavsky, 427-428, 
430-431, 457-458 
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Belasco, 499-500 
Betterton, 98-99 
Fiske, 506-507 
Kemble, J 1 1-3 12 
Lessing, 246-247 
Macklm, 122 
Mum, 528 
Redgrase, 388 
Riccoboni, 60 
Terry, 335 
SENSIBILITY 
Arcber, 340-346 
Belasco. 300-301 
Bernhardt, 212-213 
Coquelin, 203-204 
Diderot, 161-169 
Hill, John, 126 128 
Lessing, 242 243 
Redgrave, 388 
Talma, 180-182 
SIMPLICITY IN ACTING 
Devricnt, 262-263 

Nemirovich- 

Danchenko. 436 441 
Yeau, 363 
SPEECH 

Antcune, 219-220 


Delsarte, 193, 194 
Di Somi, 47 
Goethe, 249-250 
Ifiland, 261 
Irving, 331-332 
Jouvet, 227 
Lccouvreur, 148 
Lewes, 318-319 
Quintilian, 26-27 
Shakespeare, 82 
Skinner, 510 511 
Talma, 183-183 
STANISLAVSKY SYSTEM 
Adler, 336-540 
Pudovkui, 457-438 
Redgrave, 386-390 
Stanislavsky, 425-433 
Vakhtangov, 444-446 
TRAGIC ACTING 
Hill, John, 127-128 
Lucian, 30 
Nemirovich- 

Danchenko, 437-438 
Talma, 182-183 
TRAINING OF ACTORS 
Antoine, 218 219, 221 
Cicero, 23-26 
Clive, 1)8-139 
Copeau, 224 
DiSomi, 47-49 
Goethe, 247-248 
Jefferson, 478-479 
Moliere, 1)7, 158 
Nemirovich- 

Danchenko. 458-4)9, 
440-441 

Samson, 187-191 
Vakhtangov, 444-445 
VERSATILITY 
Bernhardt, 2 1 1 
Qbber. 105, 112 
Coquelin, 200- 201 
Gillette, 489 
Lucian, 32 
VOICE 

Aristotle, 12 
Boucicault, 470-471 
Cicero, 23-25 
Clairon, 170-171 
Coquehn, 199-200 
Fiske, 507-508 
Jouvet, 227 
Marlowe, 496 
Talma, 183-185 
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GENERAL INDEX 

Actors , major roles, plays, films, companies, theatres, movements, and other subjects 
pertinent to the history of acting 


Abba, Marta, 39 5 
Abbey Theatre, 296, 362, 364, 
3 6S, 386, 464 
Abe Lincoln, 3)3 333, 340 
Abe Lincoln in Illinois (Sher- 
wood), 33J, 3)4, 333 
Abel Drugger, 93, 1)4 
Abmgtoa, Frances, 91, 496 
Abraham Lincoln (film), 531 
Access, 4), 49 

Achillea, 16, 61, 79, 100, 176, 
190, 316 

Achurchjanet, 293, 34), 347 
Ackermann, Charlotte, 237 
Ackcrmann, Konrad, 2)5, 236 
Actes des A pit res, Lex 
(Anon,), )) 

Acton Equity Association, 462 
Actresses, earliest appearances 
of, 20, 44, 66, 73, 92, 1)S 
Adams, Maude, 462, 320 
Addison, Joseph, 104, )06, ))i 
Adler, Jacob, 3)3 
Adler, Luther, 387, 464 
Adler, Sarah, 533 
Adler, Stella, 464, 335.3)6 
Admiral Nakhimov (film), 435 
Adriano, 56 

Adrienne Lecouvrtur (Scnbe, 
Lcgouvf), 150 
Aerope, 29, 32 
Aeschines, 4, 14, 28 
Aeschylus,), 4, 3, 274, 4)7 
Aesop, Clodius, 14, 19, 20, 21, 
29, 77, 83, 102 
African Company, 46) 
Agamemnon, 5, 162, 16S, 210 
Agate, James, 464 
Aiglon, L’ (Rostand), 193, 207 
Ajax. 5, 29, 33 
Alarcon, /uan Ruiz de, 66 
Alchemist, The (Jonson), 93, 
134, 546 

Aldridge, Ira, 299, 337, 416, 

463 

Alexander the Great, 100, 108, 
114 

Alexander, George, 295 
Alexander Nevsky (film) , 45 1 
Alcxandrmsky Theatre, Lenin- 
grad, 417 

Alfiert, Count Vittorio, 392, 403, 
406, 410 
Alianchkova, 427 
Allas Jimmy Valentine (Arm- 
strong, O Henry), 317 
Allen, James Turney, 30 
Allen, Viola, 304 


Alleyn. Edward, 76, 77, 78, 8), 
86, 87 

Allgood, Sara, 364 
Almenat de loro, Lai (Vega), 65 
Alonzo (The Mourning Bride), 
115 

Amanda Wingfield ( The Class 
Menagerie), 517 

Amateur Acting, 33, 36, 39-40, 
42, 80-81, 217 
Ambigu Comique, 150 
Ambivius, L. Turpio, 20 
American Company, 439, 460 
American National Theatre and 
Academy, 465 

American Tragedy, An (film), 
450 

Ames, Wlnthrop, 463 
Amt Fritz, V, (Erckmann- 
Chatrian), 221 
Amico, Silvio d\ 393, 394 
Amigoi trot ados, Lot (Anon ), 

71 

Amour et elourderse (Taylor, 
Nodier), 205 

Amphitryon (Dryden), 106 
Andersen, Hans Christian, 490 
Anderson, John, 527 
Anderson, Judith, 380, 46), 465, 
524-525 

Anderson, Mary, 34), 488, 509 
Anderson, Maxwell, 463, 527, 545 
Ando, FJavio, 394 
Andreim, Francesco, 43 
Andteim, Giovan Battista, 42, 43, 
30, 32 

Andreim, Isabella, 42, 43, 52, 
159 

Andreim, Virginia, 43, 44, 50, 
66 

Andreyev, LtaaiJ, It 2, 43 f, 44 i 
Andromache, 30 
Andrornaque, 21) 

Andrornaque (Racine), 209 
Andromcus, Livius, 19, 20 
Angel Street (Hamilton), 346 
Anglin, Margaret, 348, 549 
Animal Kingdom, The (Barry), 
373 

Anna Christie (O Neill), 465, 
340 

Anna Karenina, 448, 449, 450 
Anna Karenin a (Moscow Arc 
Theatre production), 446, 

447, 448, 449 

D Annunzio, Gabriele, 151, 3)6, 
39), 394, 412 
Anthony (Dumas), 203 
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Antoine Aodrf, 131, 132, 215- 
216, 223, 2)8, 264, 362, 415, 
419 

Antonia ( The Merchant of Ven- 
ice), 2 77, 3 79 

Antony and Cleopatra (Shake 
speare), 46) 

Anzengruber, Ludwig, 237, 2)8, 
2)9 

Aphrodite, 32 

Appia, Adolphe, 2)8, 295, 46), 
499 

Arch Street Theatre, Philadel- 
phia, 461 

Archer ( The Beaux’ Slrategem), 
127 

Archer, William, 12), 161, 196, 
296, 328, 339 340, )47 
Arena Theatre, see Theatre m- 
the Round 
Ares, 32 

Axetino, Pietro, 41 
Ariosto, Lodovico, 41, 64 
Aristocrats (Pogodin), 444 
Aristodemus, 4, 5, 14 
Aristophanes, 5, 4)7 
Aristotle, 5, 6, 11, 51, 241, 372 
Arlecchino, see Harlequin 
Arliss, George, 309, 3)9, 452, 
540 

Atrrun, Robert, 77 
Armored Tram, The (Ivanov), 
446 

Arms and the Man (Shaw), 380, 
489 

Arnould, Sophie, 496 
Arrah na Pogue (Boucicault), 

468 

Art and Literary Society, 424, 

426 n, 428 n 
Arena of Dionysus, 4 
As Elizabeth Steps Out (How- 
ard), 373 

As I Lay Dying (Barrault, 
Faulkner), 230 

As You Like It (Shakespeare), 
Ashcroft, Peggy, 297, 379, 385 
78, 240, 3 37, 385 
Aston, Anthony, 93, 113 1H» 

459, 498 

Astor Place Opera House, New ' 
YorK, 304, 466 
Astrov (Uncle Vanya), 424 
A tcher, 152 
Atcllauac, 20, 42 
Athalie 176 

At babe (Racine), 175, 205, 

207, 209 



Athtnodorut, 4 
Atkinson, Brooks, 461, J 3 1 
Atreui, 20, 32 

Aubtrgt Jit AJrrlt, V (Amur), 
MO 

Aubrey, John, S2 
Augicr, Emile, 1*1, U6, 191. 
392 

d'Aulnoy, Comtcise, 72 
AvIocTtli (Fuemiky), 421 a. 
Autor i it contJui, 61, 6f, 67, 
71 

Auloi ucrtmtnhltt, J 6, 61, 63, 
67, 70 

Aurr.L’ (MoWrc), II* 

Autkt a nl Sing (OJcu), 3)6 
DjsI (Brecht), 2 SO 
Bab, Julius, 240, 26t. 274 
BicUnoTa, Olga, 419 
B*Jty LtntJ, Tht (Mauriac), 

230 

Baggesen, Jem, 237 
Buntcr, Fay, 131 
116 

Diiiut (Racine), 209 
Baker, George Pierce, 463 
Balbus, Cornelius, 19 
RalitlT, Nikita, 419 
Bancroft, Mane Villon, 294, 
291. 123-324, 327, 334, 317, 
410 

Bancroft, Squire, 294, 293, 32 !» 
324, 321, 327. 334, 337, 470. 
410, 492 

Banmitcr, John, 331 
!U pin It (Barrault), 210 
naranovikaya, Vera, 411 
Bartuer, Julea, 207 
Barbien, Nicolo. 43, 12*31 
But ml Yt Cubb, Yt (Anon.), 
439 

Buktr, Tbt (Nicholson), 3 JO 
Barnum, P. T.. 309 
Baron (7Vv toner Dtplh), 419 
Baron {Tbt W «/r K»ig//), 423, 
42t 

Baron Cheenal (A TtruUn Ro- 
mint,), 419 

Baron, Michel. 134, 144. 147, 
14t, 133, H 1*160, 110, lit, 
119 

Baron Turenbtch (The Tbnt 
Swires), 111, J 40 
Barrault, Jem Louis. 132, 21), 
2)0, 290 

Barrett, Lawrence, 442, 410, 
49*, IQ9 

Barrrtt. Vi'ioa, 343, 470 
Barrse, Janvea, 1)4, 123 
Barry, Li eabeth, 94. »», 101, 
111.112, 114, 111, 1)1, 31), 
437 

Batry PKl y, 4*3 
Barry, 93, 411 

Barrymore, Label, 441, ID 


Barrymore, Georgianna Drew, 
461, 313 

Barrymore, John, 461, 463, ID* 
*13, 341, 343, 346 
Barrymore, Lionel, 461, 313, 
316 

Barrymore, Maurice, 461, 462, 
313 

Birlbolomno Fdir (Jonson), 90 
Bartley {RiJtrt to tbt Sea), 364 
Buot hum, 36 

Basscrmann, Albert, 231, 239, 
239, 274 

Bateman, ILL, 327 
Bateman, Iiabd, 343 
Batea, Blanche, 462, 499 
Bathy Urn, 21 
Baty, Gaston, 132 
Baumerl (Tbt Vttttrt), 273 
Baye* {Tht Ktbtitul), 112 
Baylia, Lilian, 296 
Beatrice {blurb AJo About 
Nothing), lit. 429 
Betu Brumntl (Fitch), 462, 4t9 
Beaubourg, Pierre Trochoa 
de,t4f 

Beauchltcau, Madame de, 137 
Beaumarchait, Pserre-Auguttin, 
149, III. 116, 191 
Btiux foutt. Lei (him), 2)0 
Bttu «* Shittgcw, Tbt 
(Farquhar). 127 
Beck. Heinrich, 2J6, 23* 

Decker (Tenoyaoo), 10! 

Bccque, Henri Frangou, 2)1 
Bcrtbuhm. Max. 321, 347 
Beer* Hofmann, Richard, 27) 
Berger »* Opera, Tbt (Gay), 
210. 313 

Beil, JJiinn DitJ, 2)6, 211, 
249 

Ujirt family, 147. 134 
Bljart. Armande (Mmc. 

MoUre), 147, 134, HI, 131 
Bliirt, Genenese, see Hint 
Mile. 

IWjart, Madeleine, 147, lie. 133, 
137 

Belasco, Dasul, 462, 49t*499 
BelaioO Theatre, Nev York, 4 99 
Beil, G, J.. 141, 397, 391 
Bellamy, George Ann. lit 
Bellerose, 147 

Selfs, Tbt (Lewis, Erckmasn- 
Chat run), 327, 347, )it 
Belt fame, 32 

EeUsdert (Vr*r.e Prrwieij, 
112. 141 

Ben (Lose ft* Loie), Id), 134, 
1)3 

Ben An, it. 2?a, 444 
Bench ley. RcLeit, 112 
Bt=edu.L (U»r4 AJo Afc *i 
,S’«ri,*X), IX. )0t. 3)4. 
429, 490 
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Bennett, Richard, 127 
Henson, Frirk. 293, 334 
Bentley, Lr.c, 2)0, 240, 210 
Bentley, John, t? 

Bergerac, Cyrano de, 147, 134 
Bergman, Ingrid. 343, 346 
Bergner, Elisabeth, 2)9, 240 
274 

Bttitlry Spurt (film), 373 
Berlin State Theur., 211, 2)9 
Bernhardt, Sarah, 111, 193, 206. 
207, 214, 2)2, 3)9, 34), 347, 
39), 411, 412, 117, lit 
Bernstein, Henri, 214, 497 
Berteni, Roie, 241 
"Betterton," 291, 299 
Betterton, Thorrii, 66, 91, 93. 
94, 97, 91. 10), 104-107. ID, 
114, 297. 321, 3)2, 4tl, 4»J, 
496, 497. 49*. 34| 

Betterton, Mr*. TIoenii (Mary 
Saundcfion), 94, 10), 112. Ill 
Betty, M ilium Henry U rtt 297 
BtyouJ Itumt* Toutr (Bjorn- 
aon). 201. 14> 

Beja, Deny a, 134 
Bibbiena, Card nil, 41 
BJx Ltkt, Tit (R ts%\, 3 36 
Bill of Du urttmtul (rim), J4) 
B<o Mechanics, 420, 441 
BuJ of Pttthxt, Tbt (Tully), 
117, 329 

turning' am Re per tv. y Theatre, 

296, Ul 

Bjoemon, D|v.rn<tfcrrto. 201, 34) 
Blackfnara Theatre, London, 71, 
90 

Blacwhir, Purer, 112 
Blitxatein, Marc, 230, 441 
flick. Alexander, 441 
Blur BuJ, Tit (Mae trims k), 

446 

Blumenihal, Oscar. 249 
Bob Acrca {Tit Rh.li), 4') 
Bocage, ISO 

Bogart, Hmrjhrey. 1)1 
Boileau, nicolu, 117, 24) 

Boker. Got tt Henry, 4tJ 
Boletiasiky, RuharJ, 419, 1)1 
(Rug Fotbtrl It), 

331. XI 

Bon, Lu.1 Be’lotl, 3 92 19), 1 94 
Nx.th. Barton. 94, 4». 161, ID, 
120, 29). 326. 4D, 41) 

Booth Ed* n, 294, 327. 132. 3)1. 
394. 421, 439, 4*3. 44?, 4*9 
411, 411, 494. 491. 497, 191, 

se: )C9. id, i4i 

Booth, J..\l h dte«, 419 
loxk, Jomul tr.lc>, 2*3, 29 9, 
4a3, 479. 41 » 

Booth, Mae y Dsn %al) 

Booth Theates. New Y.nk. 413 

Ecccm (.V ildi»«*er % jLT* 



Dream), jg t 77, 7*, kj ( n, 
2 77 

RouCicault, Dion, 254, 32), 324, 
327, 338. 461. 468-469, 47J, 
498, 499 

Boult Rouge, Pirn, (76 
Dovrgrolt CentiUjomme, Lt 
(Mol lire), 210 

Bowery Theatre, New York, 
460, 466 

Boy Player*, 36, 66, 71, 80, 81, 
8), 94, 138 

Bracco, Roberto, 393, 394 
Bracegirdle, Anne, 34, 103, M3, 
11J, us 

Bradshaw, Luerctij, 97, 101, |M 
Brady, Alice, 463 
Brahm, Otto, 238, 2)9, 248,261- 
269, 27), 313, J62, 414, 419 
Brand Phoebe, 464 
Brecht, Bertolt, 240, 280-281, 
ZS1, 288, 289 
Brecourt, 117 

Bressant, Jean Baptiste Prospcre, 
197, 318 

Bneux, Eugene, 1 31, 216, 348 
Bnghtlle, 4), 392 
Briusov, Valery Y, 439, 440 
Bnzard, Pierre, 190 
Brockmann, Jobann Franz 
Hieronymus, 236 
Bromberg, J Edward, 464 
Brooke, Guitavui V , 298 
Brothers Karamazov, Tbt (Mos- 
cow Art Theatre production), 
419 

Brough, Lionel, 343 
Brown, John Maiou, 309, 341, 
344 

Broehl, Count, 237 
Brutus, 104, 103, 116, 211, 277, 
478 

Brutus (Voltaire), 177 
Buckitonc, John Baldwin, 294, 
337 

Buffoon*, 33-33 
Building of the Ark, The 
(Anon.), 36 
Bulgakov, Leo, 419 
Bull Dog Drummond, 333 
Bu|wcr Lytton, Edward, 292, 
305, 313 

Burbage, Cuthbm, 90 
Burbage, James, 64, 76, 90 
Burbage, Richard, 76, 77, 78, 
84, 85, 86, 88, 90 91, 93, 481, 
483, 484, 541, 547 
Biirgl beater, Vienna, 236, 237, 
237 

Burke, Billie, 462 
Burke, Charles, 473 
Burke, Edmund, 131 
Bury the Dead (Shaw), 464 
Butler, Mrs, 103 
Butova, Nadczhda, 419 


Byron, George Noel Gordon, 
Lord, 297, 314 
Byron, JL J . 323 
Cabinet of Dr. Cahgarl, Tbt 
(film), 239 
Caeur, Juliu*, 19 
Cagney, James, 34 J 
Cetn and Abel (Anon ), 70 
Coin, Henri Louis, see Lekain 
CalandrU (Bibbicna), >1 
Calderon, Maria, 66 
Calderon de la Barca, Pedro, 66, 
251 n. 

Caleb Plummer ( Cricket on the 
Hearth), 468, 473 
Caibiwfes. It, 12 
Camden, Vilham, 82 
Cameron, Beatrice, 462 
Camille, 339, 411 
Camille, ace Dame aux Cam tin 1, 
La 

Camille (film), 312 
Campbell, Lily B., 96 
Campbell, Mr*. Patrick, 347, 

149, ) 10, 541 
Campbell, Thomai, 141 
Camus, Albert, 132, 2)0 
Capck, Karel. 336 
CapitanO, 43 

Caprice (Sil-Vara, Moeller), 506 
Captain Thorne (Srcre/ Seriire), 
485 

Caramuel, J , 66 

Careleit Hatband, The (Cibber), 
103 

Carey, Ann, 484 
Carnovsky, Morris, 317, 464 
Carr, George, 533 
Carradme, John, 221 
Carrington, Margaret, 514 
Carson, Murray, 351 
Carswell, Kathenne, 365 
Cartel Jet Qualre, 132 
Carter, Mr*. Leslie, 462, 499 
Carton, Richard Claude, 348 
Cnr Ji Goldoni, La, )94 
Catkel, Tbt (Plautus), 19 
Cassius {J rebut Caesar), 101, 116 
2 77 

Caataho (The Orphan), 101, 107 
Caste (Robertson), 324 
Cato (Addison), 307, 331 
Cecchim, Orsola, 43, 44, 50 
Cc echini, Pietro Maria, 43, 49 
Circle G*“loh, 216 
Cervantes, Miguel dc, 66, 67, 199 
Chaliapin, Fyodor, 351, 433 
Chambers, E. K., 8 8 
Champsmeslf, Mine, 147, 148, 
158, 343 

Chanlicltr (Rostand), 193, 214, 
320 

Chaplin, Charles, 44, 230, 452, 
465, 520-321, 542, 543 
Channgton, Charles, 295 
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Charles I (Villi) 327 
Charles IX, 176, 178 
Charier !X (Chenier), 149, 17 & 
Charles Surface ( The School for 
ScanJet), 316, 333, 383 
Charles Wykeham (Charley's 
Aunt J, J73, 380, 346 
Charley's Aunt (Thomas), 17), 
380, 546 

Chaus e-Sourh, 419 
Chekhov, Anton P, 288, 297„ 
311, 417, 424. 4)0, 4)1. 4)5, 
436, 44), 446, 464, 513, J46 
Chekhov, Michael, 386, 419, 

44) 

Chlnier, Marie Joseph, 149, 176, 
177, 178 

Cherkasov, Nikolai, 451, 543 
Cherry Orchard, Toe (Chek- 
hov). 411, 424, 446, 512 
Chester plays, )5, 59 
Chicago Little Theatre, 46) 
Children of Paraditt (film), 152, 
2)0 

Chirikov, Eugene N , lit 
Chirkov, Boris, 4)1 
Cbironomu, 27, 2 44 
Chosen People, Tire (Chirikov), 

111 

Christine Mannon (Mourning Be- 
comes Electra), 512 
Christopher Mahon (The Play- 
boy of the Western World), 
364 

Chronegk, Ludwig, 26), 264 
Churchill, Charles, 96, 302, 30) 
304 

Cibber, Colley. 9), 34, 9), 96, 
102-10), 114, 1)8, 459, 481, 
496 

Cibber, Susanna Maria, 95, llo, 
1)1, 138, 34), 498 
Obber, Thcophilus, 1)8 
Cicero, Marcus Tullius, 19, 20 
21. 27, 55, 8), 89, 332, )4l 
Csd, Lt (Corneille), 146, 209, 
40) 

Circus, The (film), 12 1 
Circus Boy (Redgra«e), 385 
Citta nsorla, La (D Annunzio), 
412 

City Dionysti, 3, 4 
City Lights (film), 521 
One Repertory Theatre, New 
York, 464 

Clairon, Hyppolite, 1)2, 1)6- 

1) 7, 148, 149, 1)2, 161, 162 
16), 166, 169-170. 173, 174, 
175, 176, 177, 190, 220 

Claramonte, Andris de, 65 
Claudel, Paul, 152, 222, 227, 

2) 0 

Clayton, John, 343 
Oleander, 4 



Glcantc (The Imaginary lota 
lid), 379 
Cleidemides, 4 
C Itomenet (Dryden), 111 
Cleopatra (Moreau), 207 
CleOpatre captive tJodelle), 144 
Cl i vc, Catherine, 95, 171, 138, 
139 

Clough, Inez, 463 
Clurman, Harold, 464, 536 
Clytemnestra, 173, 176 
Clytemnestra, 19 
Cobb, Lee J , 464, 465 
Cobra (Brown), 525, 526 
Cocteau, Jeon, 132 
Cohan, George M, 549 
Coleman, Mrs , 92 
Coleridge, Samuel Taylor, 297 
Coll 6, Charlej, 158, 174 
Collier, Constance, 514 
Collier, Jeremy, 93, 99 
* Colher, William, 514 
Come of Age (Dane), 525 
Comedies, 55, 64, 70, 71, 72, 
74 

Comedias de eapa y espada (cloak 
and sword dramas), 65 
Comfdtt Jet Champs Elyms, 
152, 225 

Comedie Franfme, see TbtSlrr 
Franfass 

Comedie ltalienne, see Theatre 
1 tahen 

Comidte lannoyante, 149, 174 
Comic servants, 52, 151, 195 
Commedia dell’ arte, 20, 41, 42, 
43, 44, SO, 59, 64, 65, 76, 
152, 153, 154, 225, 227, 228, 
256, 353, 368, 391, 392, 194, 
419, 437 

Condell, Henry, 78 
Confident i, 43 

Confrene de la Passion, 35, 146 
Congreve, William, 93, 94, 103, 
115, 307, 459 
Connelly, Marc, 548 
Concurs/, 525 
Cons, Emma, 296 
Conservatoire, 149, 150, 177, 
178, 186, 191, 195, 207, 213, 
218 219, 221, 326 
Constant Nymph, The (Kenne- 
dy, Dean), ISO, 381 
Constant Prince, The (Calde- 
ron), 251 n. 

Constructivism, 285 
Constrast, The (Tylei), 459 
Cooke, George Frederick, 293, 
298, 460, 466, 481, 483, 
484 

Cooper, Gladys, 533 
Cooper, Thomas Abtiiorpe, 460 
Copeau, Jacques, 152, 222-223, 
224, 225 

Coppfe, Franjois, 151 


Coquelm, Benoit Constant, 123, 
151,161, 186, 195-196, 213, 
214, 328, 337, 340, 343, 407, 
408, 409, 410, 474, 476 n 
540 

Coquelm Ernest Alexandre 
Honorl, 195 

Corcoran, Katherine, 461 
Coriolanus, 96, 304, 307, 313, 
403 

Coriolanus (Shakespeare), 140, 
293 

Corley ( Glad of It ) , 513 
Corneille, Pierre, 146, 147, 157, 
lot, 17 a, 174, ISO, 18S 
Cornell, Katherine, 465 
G orporaztone dello Sfiettacolo, 
La, 395 

Corpus Chnsti Festival, 36, 64 
Corpus Chnsti play, 39 
Corrado (La Morta civsle), 393, 
406 

Corrado, Gregorio, 41 
Corral de la Ci uz, 64, 65, 6u 
Corral del Principe, »5 
Connies, 64 

Core Theatre, New York, 5 1 7 
Costard (Late’s Laoours Lost), 
76 

Costume, 30, 36, 39, 52, 67, 68- 
69, 71, 72, 74, 227, 263, 265- 
266, 471-472, 519 
Cothurnus, 4, 20, 159, 368 
Counsellor ai-I.aw (Rice) 385, 
527 

Country Wife, The ( Wychexly) , 
109 

Court drama, 42, 44, 75 
Court Theatre, Dresden, 262 
Court Theatre, Gotha, 236, 258 
Court Theatre, London, 334, 337, 
367 

Covcnt Garden, 96, 120, 122, 
131, 292, 293, 294, 304, 308, 
468 

Coventry plays, 35 
Cradle Will Rock, The (Blitz- 
stem), 464 

Craig, Edward Gordon 230, 295, 
296, 297, 327, 335, 353 354, 
362, 419, 420,463, 499 
Crawford, Cheryl, 464 
Cricket on the Hearth, The 
(Boucicault, Dickens), 468, 

473 

Crime and Punishment (Gielgud 
production), 380 
Crime and Punishment (OrleceS 
production), 497 
Critic; or, a Tragedy Rehearsed, 
The (Shendan), 475 
Critique de Tecole des femmes 
(MoIUre), 155, 157, 158 
Cromwell (Hugo), 178 


Crooked Stiiare (Shipman, Ken- 
nedy), 525 
Crosse, Samuel, 87 
Ciois/ngs (La Mare), 334 
Crouse, Russel, 548,54? 
Crucifixion, The (Anon,), 36 
Cumberland, Richard, 94 
Curel, Frangois de, 151, 216, 394 
Cunatius (Lei Horaces), 157, 
159 

Cushman, Charlotte, 294, 327, 
333, 403,459,460, 461, 511 
Cyprian Conqueror, or. The 
Faithless Relict, The (Anon ), 
S9, 97 

Cyrano de Bergerac, 151, 195, 
546 

Cyrano de Bergerac (Rostand) 
462, 489, 514 
Cytheris, 20 

Dalberg, Baron Wolfgang Hers- 
bert von, 236, 253 
Daly, Augustin, 459, 461, 484, 
50? 

Dame aux Camehas, La (Duma. 

fils), 213, 215, 412, 461, 543 
Dance m acting, 172, 231 
Dangeville, Mane Anne Botot, 

149, 189 

Dangle (The Critic), 475, 476 
Dante Alighieri, 59, 403 
Daibcs, 391, 392 
Darnton, Maida, 237 
Darwin, Charles, 346 
Daudet, Alphonse, 176 
Davenant, Sir William, 92, 93, 
57, 98, 111 

Davenport, Edward Loomis, 294, 
461, 506 

Davenport, Fanny, 461 
Davey. Thomas, 506 
Datid Carnck (Robertson), 337 
David, Jacques Louis, 178 
Davies, Thomas, 102, 120, 121, 
132 

Davis, Richard Harding, 514 
Daydov, Vladimir, N , 442 
Daykarhanova, Tamara, 419 
Dead of Night (film), 385 
Dead Souls (Gogol), 458 
Dear Brutus (Barrie), 525 
Death of a Salesman (Miller), 

4 63 

Dcone, Mile , 156, 157 
Debt of Honor, A (Grundy), 

428 

Deburau, Jean-Bapnste Gaspard, 

150, 230. 502 
Dcsrdte (Russell), 364 
Dckker, Thomas, 82 
Delaunay, Loins, 201, 218 
Dels arte, Fran{ois, 191, 462 
Demetrius, 21 
Democritus, 22 



Demosthenes, 4, 3, 14, 21, 2 8, 
102, 302 

D.mse (Dumas fils), 200 
Dene, Alan, JeO 
Depit amourcux, Le (Moliere), 
195 

Dcsdcmona, 323, 337, 406, 41 6, 
429, 304 

Deierfcr (film), 45$ 

Desire Under the Lints 
(O Neill), 436, 330 
Dcsmare, Mile , 189 
Dcstouchcs, Philippe, 233 
Dcutcragomtt, 4 
Deutsches 7 hater, 238, 261, 
269, 273, 210 

Dcvrient, Eduard, 130, 261-262, 
270 

Devncnt, Gustave Emil, 261, 
482 

Dcvrient, Karl August, 261 
Dcvnent, Ludwig, 237, 239, 261, 
482 

Dcinent, Otto, 2u2 
Dickens, Charles, 312, 313, 468 
Dictator, The (Davies), 314 
Diderot, Denis, 123, 131, 132, 
132, 160 161, 196, 203, 228, 
328, 331, 337, 340, 343, 344, 
343, 346 

Dido and Aeneas (Purcell), 333 
Difficult Years , The (Tolstoy, 
Alexei), 447 
Digges, Dudley 361, 463 
Dillingham, C. 11., 493 
Dionysus, 3, 3, 374 
Dithyramb, 3 
Ditnchstun, Leo, >16 
Dnorce, Le (Rfgnard), 37 
Dnorcoas (Sardou), 412 
Driitrevsky, Ivan, 413 
Dmytryk, Eduard, 341 
Dr fekylt and Mr Hyde (Tor- 
paugh, Fiske), 462, 489 
Dr. Jekyll and Mr Hyde (film), 
343 

Doctor Knock (Romaini), 223 
Doctor Pangloss {The Heir-at- 
Law),47} 

Doctor Stockman ( An Enemy of 
the People), 424, 410, 431, 

433 

Dodsworth, 331 
Dogberry {Much Ado about 
Nothing), 77, 380 
Doggctt, Thomas, 94, 113, 133, 
484 

Doll s House, A (Ibsen), 347, 
370, 462, 306, 312 
Poll’s House, A (film), 512 
Don Cfsar (DEnnery), 201 
Don Juan, (Alarcon), 66 
Don Juan (Mohlre), 13 3, 223, 
441 

Don Juan (Pushkin), 429, 430 


Dona Sol (Hernanl), 20 7 
Donald Duck, 379 
Doanay, Maurice, 214 
Donne Cunose (Goldoni), 403 
Dorante (VEtolt des femmes), 
154 n, 160 
Dorsch, Kaeche, 240 
Dorset Gardens, London, 94 
Dorvai, Mane, 130, 34) 
Dostoyevsky, Fyoaor, 222, 238 
Dot tore, 43, 5 1, 87 
Douglas (Home), 340, 460, 466 
Douglass, David, 439 
Dovizio, Berna.dc, see Bibbiena, 
Cardinal 

Downer, Alan S., 298 
Downes, John, 102 
Drama of Life, The (Hamsun), 
433 

Drame bourgeois, 160 
Dreigroschenoper (Brecht, 
Weill), 240, 480 
Dreiser, Theodore, 430 
Dressier, Marie, 521 
Drew, John, 461, 462, 484, 509, 
513, 516 

Drew, Louisa Lane 461, 513 
Drury Lane Theatie, London, 94, 
95, 96, 102, 103, 111, 116, 
120, 122, 1)1, 132, 139, 140, 
294, 297, 304, 325 
Dtyden, John, 9$, 106, 109, til, 
112, 315 

Dublin Gate Theatre, 365 
Duchtoow, Mile-, 179 
Duchess of Malfi, The (Web- 
ster), 88 

Ducia, Jean Franco s, 17S, 186 
Duclos, Mile, 148, 343 
Du Crony, Mile ,158 
Du Crony, Philbert Gassot, 147, 
157 

Dugazon, 176, 177 
Duhamel, Georges, 222 
Duke in Darkness. The (Hamil- 
ton), 383 

Duke of York's Company, 93, 
94, 97 

Duke’s Motto (McCarthy), 310 
Dulcy (Kauf-n-n Connelly), 
548 

Dullen, Charles, 152, 222, 223, 
230 

Dumas, Aiexandie 150, 213 
Dumas fils, Alexandre, 151, 195, 
324, 392, 393. 412, 470 
Dumesml, Mane Franjoise, 149, 
132, 163, 170, 173-174, 175, 
176, 177, 190 

Duncan (Marfif.fi), 134, 135, 
142, 399, 511 
Dunlap, William, 460 
Dunsany, Lord, 3>5 
Du Parc, 154 
Du Parc, Mile, 156, 137 
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Dupuis, Adolphe, 220 
Duse, Eleanora, 207, 347, 333, 
357, 391, 393, 394, 411-411, 
430, 433, 507, 518, J42, 343 
Duse, Luigi, 411 
Dybbuk, The (Ansky), 420, 
443 

Eagels, Jeanne, 465 
Eames, Claue, 463 
Earl of Worcesters Men, 86 
Eastcourt, Richard, 114 
Eaton, Walter Prichard, 103 
Echange, V (Claudel), 222 
Eckcrmann, Johann Peter, 247 
Ecole des femmes, V (Mobere), 
147, 153 

Edgar (King Lear), 116 
Edwards, Hilton, 365 
Egisco ( MerOp ), 406 
Eisenstcin, Sergei, 421, 450-451 
Ekhof, Konrad 233, 236, 238, 
241, 242, 254 n., 256, 258, 
269 

Electra, 4, 5, t> 

Eliot, George, a If 
Eliot, T S , 385 

Elizabethan Stage Society, 295, 
366 

Elliott, Marine, 462 
Elhston, Robert William, 352 
Ellmenrcich, Frau, 270 
Elvira (Pixtrro), 140 
Emanuel, Giovanni, 394 
Emilia Galotli (Lessing), 241, 
256 

Emmet. J JC, 306 
End of SI Petersburg, The 
(film), 453 

Enemy of the People, An (Ib- 
sen), 208, 424, 430 
E nfants de Famille, Lei, 134 
Lnfants Sans Souci, 36 
Ennius, 19 
Lntremcses, 68, 70 
Ephraim Cabot (Desire Under 
the Elms) , 330 

Epic Theatre, 240, 281-285, 285 
291 

Equity Litrary Theatre, 463 
Erckmann-Chatrian, 368 
Eros, 25 

Ervine, St. John, 364 
Eternal Road, The (Wcrfel), 
274 

Ethan Frome, (Davis), 533 
Ethel wold. Bishop of Winches 
ter, 37 

Etherege, George, 93, 103 
Etourdi, L‘ (MoliJre) , 221 
Eufemia (Rueda), 67 
Eunuch, The (Terence)) 37 
Euripides, 4, 5, 7, 16, 410, 4)7, 
323, 348 

Eusus, Morton, 312 
Evans, Edith, 296, >79 



Gotthc, Johann Wolfgang von, 
236, 240, 247-248, 2J6, 257, 
262, 270, 271, 272, 27), JU, 
302 

Gaels von Berltcbtngen 

(Goethe), 236, 247, 256, 270 
Gogol, Nikolai, 413, 421, 458 
Going My Way (film), 54) 
Gold-Eagle Guy (Levy), 536 
Gold Rush, The (film), 521 
Golden, John, 527 
Golden Boy (Odets), 387, 464, 
536 

Goldoni, Carlo, 391, 392, 393, 
194, 403, 412, 424, 437 
Goldsmith, Oliver, 93, 131, 169 
Golem, The (film), 239 
Good Earth , The (Bock), 312 n 
Good Earth, The (film), 527 
Good Soldier Scbueik, The 
(Piscatot production), 240, 
282, 285, 290 

Goodman's Fields, England, 131 
Gorboduc (Sackville, Norton), 
73 

Gosse, Edmund William, 340 
Gosson, Stephen, 92 
Gorky, Manm, 273, 280, 417, 
420, 424, 435, 4J6, 444 
Got, Edmond, 195, 218, 220, 
228, 316 

Gottsched, Johann Christoph, 
234, 235,240 
Gozzi, Carlo, 392 
Go 7. z.i, Caspare, 392 
Gramattca, Emma, 394 
Gramanca, Irma, 394 
Grand Due, Lt (Guitry), 214 
Granville Barker, Harley, 295, 
347, 366-367, 380 
Grasso, Giovanni, 394 
Gray, Charles Harold, 96 
Great Dictator, The (film), 521 
Green Goddess, The (Archer), 
339 

Green, Paul, 464, 465 
Greene, Robert, 84 
Greec, Philip Ben, 291, 366 
Gregor, Joseph, 237 
Gregory, Lady Augusta, 362, 
354, 319 

Grcm, Jacob Thomas, 293, 347, 
415 

Gribunin, Vladutuc, 4 19 
Gnllo, Marquis Dell, 395 
Grdlparzcr, Franz, 237, 239 
Grimaldi, Joseph, 348 
Grimm, Friedrich Melchior, Ba- 
ron von, 132, 161 
Gringoire, 202 
Gros Guillaume, 146, 153 
Gros-Reni, 195 
Grosses Schauspielhaus, 273 
Groi-ndhngs, 64, 76 


Group Theatre, 387, 444, 464, 
465, 536 540 
Guinness, Alec, 297, )St 
Guitry, Lucien, 151, 213-214 
Guitry Sacha, 214 
Gwynn, Nell, 66, 94 
Guy Man tiering (Scott), 333, 
440 

Gymnast, 213, 216 
Gypsy Theatre, U.S.S R , 421 
Haak Company, 234 
Haas, Dolly, 285 
Haas, Hugo, 285 
Habimah lheatre, 274, 420, 443, 
444 

Hackett, James Henry, 294, 461, 
47) 

Hagen, L T ta, 545 
Hallam, Lewis 459 
Hall tin, Lewis, Jr, 45 9 
Hamburg Dramaturgy, 235, 241 
247 

Hamburg National Theatre, 235, 
240, 241, 256, 271, 272 
Hamlet, it., 39, 76, 77, 79, 81, 
82, 86, 90, 95, 97, 100, 104 
113, 114, 115, 122, 138, 152, 
196, 209, 213, 230, 236, 245, 
246, 262, 277, 295, 302, 307, 
)13, 316, 327, >28, 329, 330, 
331, 334, 336, 346, 348, 352, 
354, 355, 379, >80, 382-384, 
393, 394, 403, 415, 419, 460, 
461, 472, 479, 481, 482, 488, 
501, 502, 503, 509, 515, 533, 
547 

Hamlet (Shakespeare), 79, 81, 
167, 220, 327, 573, 382, 385, 
462 465. 480, 514, 515 
Hamlet (film), 540 n 
Hammersccin II, Oscar, 288 
Hampden, Walter, 465 
Hanswurst, 234, 235 
Hapgood, Emilie, 463 
Hapgood, Norman, 489, 535 
Harbage, Alfred, 77, 89 
Harden, Maximilian, 238 
Hardy, Alexandre, 1-46, 11} 
Hudwickt, Cednc, 297 
Hare, John, 294, 324, 334, 337, 
470 

Harlequin, 43, 57, 87, 368, 465, 
482 

Harp of Life, The (Manners), 

517 

Harpagon {V At are), 196, 199, 
203, 282 

Harper, John, 114 
Harngan, Edward, 461 
Harris, Henry, 94 
Harrison, Richard, 466 
Hart, Charles, 92, 94 
Hartmann, Edward von, 344 
Hasenclever, Waiter, 239, 463 
Hathaway, Anne, 78 
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Haupt-und Staatsaktioncn, 234 
Hauptmann, Gerhart, 151, 208, 
216, 2)8, 2)9, 268, 27), 274, 
394, 535 
Hauteroche, 157 
Hayes, Helen, 463, 546 
Haymarket Theatre, London, 
116, 120, 122, 294 , 324, ))4, 
337, 339 

Hazlitt, William, 139, 293, 296, 
298, 299 

Heart of Maryland, The (Belas- 
co), 499 

Hebbel, Christian Friedrich, 237 
Hebertot, Jacques, 225 
Hedda Gabler, 414, 508, 512 
Hedda Gabler, (Ibsen), 511 
Hegel, Georg W F , 230 
Hesmal, see Magda 
Heir at Law, The (Colman the 
Younger), 473 

Held by the Enemy (Gillette), 
485 

Heminge, John, 78 
Henderson, John, 137 
Hcmc, Sonja, 378 
Henry V (film), 540 n 
Henry Bertram (.Guy Manner- 
trig), 333 
Henry, John, 459 
Henry Miller Theatre, 373 
Hensel, Sophie Fnedencke, 241 
Henslowe, Philip, 76, 77, 82, 86 
Henze, Herbert, 268 
Her Cardboard Loier, 373 
Hercules (Heracles), 29, 30 
Hernam (Hugo), 149, 207 
Herne, James A , 461 
Herod, 3 5, 36, 77, 82, 115, 147, 
394 

Heron, Matilda 460 
Herv6, Mile ,158 
Hester Crcue (Fiske), 506 
Hewlett, James, 463 
Hey wood, Thomas, 77, 85 86 
Hibner, 443 
Hieronimo, 82, 90 
Higguis (Pygmalion) , 112 
Hill, Aaron, 95, 96, 116 117, 

296 

Hill, John, 96, 120, 122 123, 
133, 161 

Hiilcbrand, Harold Newcomb, 
299 

Ilimmel utld Hoelle (Kornfcld), 
278 

Hitchcock, Alfred, 545 
Hodgkinson, John, 460 
Hoffmann, Karl Ludwig, 234 
Hofmannsthal, Hugo von, 239, 
273, 274 

Hogarth, William, 245 
DHolbach, Baron, 131 
Home, John, 466 
Homer, 7, 8, 10, 31, 206 



Honxuka, Ostj.-, 239 
Haute ft rcmoiJs (Taylcr, \i>. 
dier), 201 

Hopkins, Arthur, 114, III 
Hop pit! Such a Life (Toller). 
2SI 

Ho-ace, 21. *!, 101. 137. 186, 
117 

Horten, Let (GornesQe), 117. 
119 

Hamunann, A. E. F, J62 
Hole! Je Bourgogne, 17, 146, 
147, 113. 111. 1 17. II* 
Hotspur, 104, 101. 2 OS, HO, 
389, 460 

Houghton, Norns, 3S7, 418, 419, 
421, 117 

Hoar Glass, The (Yeats), 36J 
Home of Connelly, The (Green), 
136 

Howard, Bronson, 419 
Howard, Leslie, 373, III 
Howard, Sidney, 463, 127, 1)1 
Howells, William Dean, 462 
Hugo, Victor, 149, 110, III, 
178, 393 

Humoresque (Hurst), 117 
Hunt, Leigh, 293, 296, 297, 304, 
301, 308 

Hunt, Maruta, 221 

Hunt, Fannie, 117 

Huston, Walter, 463, 130, J40 

Huston, John, 131 

Hutton, Laurence, 337 

Hr la*. 21 

l Am a Fugitue from a Chaiu 
Gang (film), 127 
lago, 103, 111, 200, 237, 277, 
299, 332, 401, 462. 481, 488 
Ibsen, Henrik, III, 208, 216, 
238, 239, 268, 273, 288, 291, 
327, 340, 347, 313, 362, 364, 
3 67, 368, 369, 371, 393, 394, 
412, 413, 424, 462, 306, J08, 
112, 131 

Illland, August Wilhelm, 236, 
237, 239 239, 269 
island a Ring, 219 
Ilinsky, Igor, 442 
lllustre T be it re, L\ 147, 134 
Immerman, Rati, 237 
Imperial Theatre, London, 334 
313 

Importance of Being Earnest, The 
(Wilde), 179, 380 
Impromptu Je niolel Jr Conic, 
V (Monlfieury) , 111 
Impromptu Je Versailles, L' 
(Molicre), 147, 112, 13 3.118 
Imshtn {The Aa toes its), 428 
In Conercl Stripes (Reid), JJQ 
lo the Zone (OKedl), 333 
Inchbald, Eluabeth, 307 
Incorporated Stage Society, 293, 
367 


Independent Theatre, 291, ’4~ 
Ingram, Rex. 464 
lentmortit, 42, 43 
Innamcnto, 42, 10 
lord Comedy, The (Capck), 
146 

Inspector General, The (Gogol), 
442 

Inlmcnhou (Silvia), 444 
Ion, 6,7, 8, 48 

Iphigenu in Auus (Racane), 
173, 171, 207, 209 
Irish Literary Theatre, 362, 364 
Irish N'ational Theatre, see Abbey 
Theatre 

Irving, Henry, 123, 161, 193, 
198, 227, 292, 291, 296, 327- 
128, 334, 331, 336, 137, 340, 
343, 347, 348, 310, 313, J67, 
407, 469, 470, 474, 476 ta, 
480, 488, 494, 491, 101, 104, 
107, 114, 131, 141 
Irwin, May, 109 
Isabelle, or The Fatal Marriage 
(Southcrne), 140 
Isaacs Edith, 463 
Ivan Karamazov, 419 
Ivan the Terrible ( The Diffu alt 
Yean), 447 

Is an the Temb’e (trim), 411 
Ivanov, Vteioiod, 446 
Jackson, Barry, 296, 361 
Jacohousky and the Colonel 
(Werfel), 381 

Jacques Dtmour (Zola), 216 
Jaffe, Sam, 281 
Jagcminn, Karohnc, 2*8 
James, Henry, 191, 39), 406 
Janauschck, Finny, 462, 488, 
107 

Janmngi, Emil, 2)9 
Jason, (Raphael ion), 540 
Jeanne J Arc (Baibier), 207 
JcJrrmann (Hofmannsthal), 274 
Jeifers, Robinson, 380, 121 
Jelferson, Joseph, 338, 419, 461, 
468, 473-474, 488, 489, 10). 
106, 116 

Jenkm, H C. Flecnung, 141 
Jenny Wren, 108 
Jessner, Leopold, 239, 240 
Jest, The (ilcnclli), 114 
Jewish State Theatre, Moscow, 
420, 421 

Joan of Arc (film), 146 
Joddct, 146, 147 
Jodelle, Etienne, 146 
John Gabriel Borkman (Ibsen), 
27) 

John Worthing {The Importance 
of Being Ear nett), \79, 310 
Johnson, Benjamin, 100 
Johnson, James Weldon, 463 
Johnson. Samuel, 1)1, 132, 131, 
481 
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J me*, liter) Arthur, 291, 3*8 
Jaa«, Inigo, 92 

Jones Ribc-t Edmond, *63, ill, 
530 

Jongleur, 34 

Jatuon, Ben, 71, '7, ~i, S3 S', 
81, 86, 9\ 10\ 142 
Joseph Surface {The School for 
S ,andel) SI). 380 
Jouassain, Mnit, ;oi 
Jousrt, Lou-t, 112, 222, 324-321, 
230, 290 

Juarez (dm), 12^ 

Juliet, 94, 211, 212, 2*7, ICS, 
32), 336, 316, 579, 393. 411, 
429, 103, 117 
Julius Caesar, 20«, 211 
Julius Caesar ( Shakes jv are), 
238, J79. 462, 1J0 
Junge Gelehrte, Der (Lessing), 
241 

J* tact (Gih worthy), 114 
Justinian, 20 
Juvenal, 21 
Rabuki theatre. 419 
Kavhabv, Vasily, 416, 419, 431 
Kainz, J «<f, 239, 2*8 
Kauer, Georg, 112, 239, 274 
463 

Kamerny Theatre, Moscow, 419, 
421 

Kammcnpule, Berlin, 273 
Karenin, 446. 447*448, 449, 

410 

Ktrlsral * Theater, 262 
Kamo, Fred, 121, 122 
Katherine (Tie Taming of tl* 
Siren), 429, 117 
Kaufman, George S., 148 
Kayssler, Fnedtiji, 239 
Kazan, Llia, 464 
Krai* (Dumas), 21) 

Kean, Charles. 2)8. 292. 294, 
323, 327, 334. 460, 468, 4$0 
Kean, ) JmunJ, 149, 1)0, 211, 
237, 293, 294, 291, 297 299, 
300 304, 301, )0% >12, 313, 
314, 322, 329, 331, 317 371, 
460, 461, 466, 470, 472, 4*9 
481, 482 414, 491, 49*. 497, 
491, 101, 141, 143 
Krrnr, Laura, 473, 106 
Kemble, Charles, 293, 308, 314, 

460 

Kemble France. Anne, 293, 308, 
343, 460 

Kemble, John Philip, 96. M0, 
292, 29), 294, 297, 291, 304, 
301. 307, 308, 331, 3)2, 472, 
479, 481, 412, 496, 497 
Kemble Riger, 140 
Rtmp, Wiliam, 44, 76, 77. *4, 
II, 87 

Kendal, Madge, 337, 343, 3*1 



(ends!, William H., 337, 343, 
346, 470 

Kerrigan, J M, 364, 348 
<ey Largo (Anderson), 327, 343 
Keystone Films, 321 
•Chmelyov, Nikolai P, 446*4 4? 
Kid, The (film), 121 
Kdhgrew, Ttomis, 93 
King Claudius (Hamlet), 277, 
183 

King Henry IV, J07 
King Henry JV (Shikespeare) , 
380 

King Henry V, 3&0, 489 
King Henry VIM (Shakespeare), 
140 

King John (Shakespeare), 141, 
310, 334 

King Lear, 77, 90, 91, 122, 132, 
237, 21 6, 261, 282, 281, 348, 
314, 380, 393, 394, 403, 406, 

420, 481, 434, J03 

King Lear (Shakespeare), 116, 
133, 2J6, 460 

King Richard II, 79, 31 J, 379, 
382 

King Lear (Shakespeare), 116, 
381, 462, 114 

King Richard HI, 77, 122, 130, 
132, 197, 296, 297, 302, 303, 
304, 338, 3 SO, 389, 403, 462, 
479,481 

King Richard III (Shakespeare), 
131, 480, 4S9, 314, 340 
King'a Company, 93, 94 
King's Men, France, 146 
Kirkland, Alexander, 464 
Kirkman, James Thomas, 121 
Klcines Theater, Berlin, 273 
RIocpfer, Eugen, 240 
Knell, William, 87 
Kmpper Chekhova, Olga, 418, 
433, 441 

Knowles, Sheridan, 292, 301 
Knox, Alexander, 140 
Koch, Gottfried Heinrich, 214, 
231 

Kohlhardc, Friednch, 234 
Kokoschka, Oscar, 239 
Komisarjevikaj a, Vera, 428n , 

441 

Konnsarjcvsky, Fyodor, 428 
Konusarjevsky, Theodore, 381, 

421, 428m, 441 
Kongo, 330 
Koonen, Alice, 419 
Kornfeld, Paul, 239, 278 279 
horsh Theatre, 426, 442 
Kortner, Fritz, 239, 240 
Kotzchue, August von, 140, 141 
Krauss, Werner, 239, 240 
Kreut-er Sonata, The (Gordin, 

Tolstoy), 496 

Kuleshov Film Workshop, 4J1 
Kurz, Joseph von, 236 


Kynaston, Edward, 94, 103, 
t07-l08 

Labor Stage, 464 
La Chaussfe, Pierre, 149, 174, 
23 i 

Lacy, John, 94 

Ladies oj the Jury (Ballard), 
306 

Lady of Lyons, The (Bulwer- 
Lytton), 333 

Lady Macbeth, 96, 112, 138, 140, 
141, 142-143, 211, 310, 311, 
383, 396-402, 460, 462, 303, 
323 

Lady Randolph ( Douglas), 140 
Lady Vennbei, The (film), 383 
Laertes. (Hamlet), 293, 308, 
383, 383 

La Grange, Charles Varlet, 147, 
137, 138 

La Mare. Walter de, 334 
Lamb, Charles, 86, 296, 332 
Lanehan, John, 87 
Langner, Lawrence, 463 
Lansdowne, Lord, 484 
Larivc, 176 

L'Arronge, Adolphe, 268, 273 
Larry (Anne Christie), 340 
Laube, Heuinch, 237, 271 
Launce (Ttvo Gentlemen of Ver- 
ona), 77 

Lavuux Mannon (Mourning Be- 
i owes Elect re), 323 
Lawrence, Thomas, 307 
Lawson, John Howard, 464 
Lest, 42, 76 

Lc Bargy. Charles Gustave, 326 
Lecomte, Vallerao, 146, 133 
Lecouvieur, Adrienne, 148, 138, 
174 

Lee, Canada, 464 
Lee, Nathaniel, 93, 106, 112 
Le Galhenne, Eva, 464, 463 
Legouvf, Gabriel, 130, 393 
Lehmann, Else, 238 
Leigh, Tony, 103 
Leigh, Mrs Tony, 103 
Leipzig Theatre, 272 
Lekain, 149, 179-186, 187, 190, 
227, 301, 332 
Lelio, 42, 39 

Lemaitre, Frddfric, 130, 131, 
200, 201, 204, 2Q6> 112, 
322, 343, 348 n. 

Lemaitre, Jules, 207 
Lenaea, 3 

LenAy, Alexander, P , 416 
Lentulus, 21 

Leonidov, Leonid M., 419 
Lermontov, Mikhail Y, 413 
Leshkovskaya, Elena K., 439 
Lessing, Gotthold Ephraim, 233, 
237, 240 241, 236, 237, 271, 
272, 273 


Lessing Theatre, Berlin, 238, 
269 

Lesueur, Frangou Louis, 199, 

200 

Lewes, Charles Lee, 312 
Lewes, George Henry, 1J0, 296, 
312, 478, 482 
Lewinsky, Josef, 198, 2)7 
Lewis, Sinclair, 331 
Lichtenberg, Georg Chrutoph, 
132 

Life of St Anthony, The 
(Anon.), 72 

Life uilh Father (Lindsay, 
Crouse), 348, 349 
Life with Mother, (Lindsay, 
Crouse), 348 
Lifeline, 383 

Lilina, Maria Petrovna, 419, 
427n. 

Lilwm (Molnar), 314 
Lillo, George, 94 
Lincoln a Inn Fields, 94 
Lind Jenny, 31) 

Lindsay, Howard, 348, 349 
Liston, John 320, 322 
Little Actors of the Dauphin, 
138 

Little Eyolf (Ibsen), 312 
Liturgical drama, 33, 37-39, 41 
Liverpool Playhouse, 383 
Living Newspapers, 280, 463 
Lloyd, Robert, 94, 96 
Locandiera, Le, see Mtt/rets of 
the Inn 

Lockndge, Richard, 480 
Locb, Philip, 464 
Loewe, Ludwig, 237 
Logan, Joshua, 343 
London Assuience (Bouciciult), 
323, 468 

London, Jack, 430 
Lopez Pinciano, Alonzo, 68 
Lord Admiral a Company, 76, 
77 

Lord Admiral s Company, 76, 
76, 77, 78, 90 

Lord Dundreary (Our American 
Cousin), 294, )48, 393, 471, 
492 

Lord Foppington (The Relapse), 
10) 

Lord, Pauline, 463, 463, 327 
Lorenzo the Magnificent, 41 
Lorenzo, Tina di, 394 
Louis XI (Delavigne, Bouci- 
cault) , 327 

Love for Love (Congreve), 94, 
103, 13 3, 380 

Lose m a Hurry (Aston), 113 
Love's Kingdom (Flecknoe), 91 
Love’s Labours Lost (Shake- 
speare), 383 

Love’s Last Shift (Cibber), 103 
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Lower Depths, The (Gorky) 
273, 419, 424, 436 
Lowin, Tohn, 78 
Lubicseb, Ernst, 239 
Lucian, 20, 21, JO 
Lucrece Borgia (Hugo), 2QJ 
Lugnf Poe, Aurebe Franjois, 111, 
291 

Luka ( The Lower Depths), 419 
Lunt, Alfred, 463 
Luzhsky, Vasily, 419 
Lyceum Theatre, London, 29 f, 
327, 334, 469 

Lyceum Theatre, New York, 
462, 492, 499 
Lycurgus, 4 
Lyiy, John, 71 
Lyonard, 36 

Lyric Theatre Hammersmith, 
London, 334 

Macaulay, Thomas Babington, 
344 

Macbeth, 91, 104, 120, 132, 133, 
134, 111, 138, 142, 143, 144, 
141, 213, 296, 304, 316, 314, 
379, 382, 181, 389, 396, 197, 
398, 199, 400, 403, 406, 462, 
481, 103, 109, 121 
Macbeth (Shakespeare), 138, 
167 n, 307, 310, 396, 460, 
462, J40 

McCarey, Leo, 143 
McCarthy, Justin, 324 
McClendon, Rose, 464 
McCormick, Myron, 141 
McCullough, John, 462, 499, 
106 

Mctnroc, Robert, 146 
M-cGowan, Kenneth, 463, 130 
Machiaselli, Niccolo, 41 
Mackaye, Percy, 463, 130 
MacKaye, Steele, 462, 499 
Mackbn, Charles, 91, 96, 120- 
121, 131, 148, 292, 304, 460, 
<81, 483, 484 
MacLiammoir, Micheil, 36l 
Macrcady, William Charles, 186, 
292, 293, 294, 291, 304-301, 
308, 312, 313, 314, 320, 322, 
323,327, 328, 331, 460, 461, 
466,477, 484, 111 
McVicker, Mary, 480 
Madame Ranevsky (The Cherry 
Orchard), 112 

Maddermarkec Theatre, Nor- 
wich, 364 

Maddern, Lizzie, 506 
Madi on Square Theatre, New 
York, 462, 468, 499 
Madonna of the Streets, The 
(film), 112 

Madras House, The (Granvdle- 
Barker), 367, 

Madwoman of Chtillol, The 
(Giraudoux), 221 


Maeterlinck, Maurice, 111, 239, 
273, 414, 424, 441, 446 
Maffei, Marchese Francesco 
Scipione di, 392 
Magda (Suderminn), 207, 412 
M agettas, Anna, 391 
Mahomet, 162, 171 
Mahomet (Voltaire), 177 
Matlre Pierre Fathehn (Anon ) , 
36, 146 

Maksheyev, 442 

Malade imagmaire, Lt (Moliere) , 
111, 379 

Malcontent, The (Marston), 90 
MaLlarmC St(phane, 111 
Maltz, Albert, 464 
Maly Theatre, Moscow, 416, 421, 
422, 421 n., 426, 439 n 
Malvern Festival, 296, 140 
Malvolio ( Twelfth Night), 31 1 
Man of Destiny, The (Shaw), 
347 

Man of Mode, The (Etherege), 
103 

Man of the World, The (Mack- 

lifl), 120 

Manhattan Theatre, New York, 
306 

Mankind (Anon), 31 
Manners, J Hartley, 117 
Mallarmei, Scephane, 111 
Mannheim National Theatre, 

236, 218 

Mansfcld, Richard, 462, 489- 
490, 330 

Mantle, Burns, 131 
Mantzius, Karl, 36, 141, HI, 
173, 216, 23S 
Marie Antoinette, 391 
Afenr Antoinette (Giacometti), 
339 

Marinetti, Filippo Tomasso, 393 
Manus, 178 

Mark Antony ( Julius Caesar), 

3 79. 478 

Marlowe, Christopher, 41, 71, 
76, 77, 84 

Marlowe, Julia, 462, 463, 492- 
493 

Marmontel, Jean Francois, 161, 
169 

Mars, Mile., 149, 190 n. 

Marston, John, 90 
Martin, Karlheinz, 240 
Martin Harvey, John, 291 
Martineili, Drusiano, 49 
Marunelh, Tristano, 43, 49 
Martyn, Edward, 362 
Marx, Karl, 347 
Mary Stuart (Schiller) , 393, 

391 

Masha {The Three Sisters), 418 
MjsA and the Face, The 
(Chiarelh) 521 

Masks, 3, 4, I, II 18, 20, 24, 29, 

[ 589 ] 


30, 31, 32, 46, 14, 362, 366. 
391 

Massalitinov, Nikola, 419 
Masse Menscb (Toller) 239 
Massey, Raymond, 133, 140 
Massinger, Philip, 78 
Massnahme, Die (Brecht), 280 
Master Builder, The (Ibsen), 

1 12 

Master of the Revels, 71 
Mathews, Charles, 294, 312, 323, 

332, 460, 468 

Mathias {The Bells), 327, 368 
Matkowsky, Adalbert, 239 
Matthews, Brander, 337, 338, 
463, 130 
Maubant, 218 
Mauruc, Francois, 230 
Mechanics of the Brain (film), 
411 

Mccour, Susanna, 241 
Medea, 29, 126, 121 
Medea (Jeffers), 380, 461 
Medea (Legouvl), 391 
Mtdecm amoureux, Le (Mol 
lere), 114 

Medici, Catherine de, 43 
Medici, Maria de, 4) 

Medvedeva, Nadezhda, 421, 426 
Meg Merrilies {Guy Manncwig), 

333, 460 

Meiningen Company, see Saie- 
Meimngen 

Meuner, Sanford, 464, 136 
Melmouth, ou I'bomme errant 
(Taylor, Nodier), 201 
Melpomene, 190, 481 
Menaechmi (Plautus), 41 
Menander, 6 
Mcnzel, Adolf, 272 
Mcphistopheles (Faust), 198, 

237 

Merchant of Venice, The (Shake- 
speare), 120, 213, 300, 327, 
379, 462, 481, 489, 131 
Mercutio (Romeo and Juliet), 
293, 308, 334, 371, 379, 481, 
III 

Merope (Alfieri), 401, 406 
Merope, 1 61, 171, 173, 176 
Merope (Voltaire), 173 
Merry, Anne, 460 
Metamora (Stone), 466 
Meyerhold, Vsevolod, 239, 419 
420, 421, 450 n., 451, 441- 
442 

Meynardier Company, 392 
Mexican, The (film), 410 
Michi, Mam, 391 
Mickey Mouse, 379 
Midsummer Night's Dream, A 
(Shakespeare), 36, 71, 80 81 
273 

Mikhocli, Solomon M., 420 
Miles, Co., 493 



Miller, Henry, 4 £2 
Mils, Tobias, 87 
Mimes, 20, 21, 34, 37, 42 
Minna ton Barnhelm (Losing) 
24! 

Miracle, The (Vollmocller), 273 
Mirra (Alfieri), 405 
Misanthrope, Le (Moliire), 15! 
Miser Kmght, Tht (Pushkin), 
425, 426 

Mm Sara Sampson (Lessing), 
241 

Mistress of the Inn, The (Gol 
dom), 392, 412 
Mitchell, Abbic, 463 
Mitchell, Lingdon, 506 
Mnemosyne, 3! 

Mochalor, Pavel, 41! 

Modena, Gustavo, 392, 393, 
402, 401 

Modern Times (film), 521 
Modjeska, Helena, 338, 339, 462, 
480, 488, 509 
Moeller, Philip, 463 
Mohun, Michael, 92, 94, 106 
Moissi, Alexander, 239, 259, 274 
Moli, Francois Rend, 149, 320 
Moliire, 43, 44, 122, 147, 152, 
154 155, 156, 157, 158, 174, 
186, 188, 189, 195, 197, 206, 
208, 210, 211, 220, 222, 228, 
235, 257, 352, 379, 391, 394, 
410, 437, 441 

Mon Pert at ait raison (Guitry), 
214 

Moncalvo Company, 39! 

Monck, Nugent, 364 
Mondory, 146, 148, 158 
Momma (The Orphan), 112 
Monmer, Henry, 201 
Monsieur Verdoux (film), 521 
Montage, 450, 451, 452, 454 
Montcfalco, 48 

Montfleury, 147, 148, 155, 156 
Month in the Country, A (Tur- 
genev), 424 
Monval, Georges, 1 5 9 
Monvcl, 190 

Moody, William Vaughan, 463 
Moore George, 362 
Morality plays, 35, 36, 41 
Moreau, Emile, 207 
Moreno, Marguerite, 22! 

Morley, Robert, 297 
Morozov, Savva Timofcyevich, 
430 

Morns, Clara, 343, 461 
Morte cnile. La (Giacometti), 
393, 406 

Moscow Arc Theatre, 264, 274, 
353, 386, 415, 416, 417, 418, 
419, 420, 421, 422, 424, 433, 
435, 436, 441, 443, 446, 448, 
452, 455, 458, 464, 511, 538 
Moses, Montrose, 466, 499 


Mo k vin, Ivan, 416, 418, 435, 
441 

Mosqueteros, 64, 74 
Mother (Brecht, Gorky), 280 
Mother (Okhlopkov produc- 
tion), 420 
Mother (film), 41! 

Mother-in Law, The (Terence) , 
19, 57 

Mount-Sully, Jean, 151, 198, 
220, 227, 229 
Mountebanks, 42, 52, 56 
Mount (ore William, 103, 108- 
109, 113 

Mountfort, Mrs William, 103, 
112, 114, 116 
Mourning Becomes Elee/ra 
(O Neill). 512, 52! 

Mourning Bride, The (Con 
greve) 115, 140 307 
Mowatt, Anna Cora 294 461 
Mrs Haller ( The Stranger ) , 

140 141 460 

Mrs Midget ( Ouluard Bound ) 
517 

Much Ado About Nothing 
(Shakespeare), 327 
Mueller, Gcrda, 240 
Mum, Paul, 526-527, 543, 545 
Murray, Alma, 343 
Musco, Angelo, 394 
Musset, Alfred de, 150 
My Dear Children (Turney, 
Horwin), 515 
Myntscus, 4, 1 1 

Mystere de Nouteau Testament 
(Anon ), 3! 

Mystere du Viel Testament 
(Anon ), 3! 

Mystery plays, 35 
Nacvius, 19 

Naharro, Bartoleme de Torres, 
67, 68 

Nancy Sykes (Ollier Tuist), 
460 

Nashe, Thomas, 77, 80 
Nat Duncan ( The Fortune Hun- 
t.r), 514 

Nathan der Wruf (Lessing), 

237, 241 

Nathan, George Jean, 196, 540 
Naturalism, 151, 211 212, 222, 

238, 240, 257, 269, 394, 41! 
511 512 

Naumova, Alla, 419, 435, 463, 
511 

Neighborhood Playhouse, New 
York, 463 

Neilson, Adelaide, 343, 462 
Nemirovich-Danchenko, Vladi- 
mir I, 386 390, 415, 416 
417, 421, 424, 431, 435 436, 
446, 511 

Neoptolemus, 4, 5, 14 
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Ncuber, Carolina, 2)4, 235, 240, 
241 

Neuber, Johann, 234 
Neurs Theater, 27) 

New Queen's Theatre, London, 
3)4 

New Theatre, New York, 463 
New Theatre League, 464 
New Way to Pay Old Debts, A 
(Massinger), 29 9 
New York Gey Center Theatre, 
525, 546 

New York Idea, The (Mitchell), 
506 

Ntccolim Giovanm Battista, 39), 
406 

Nicoll, Allardyce, 42, 45 
Nicomcdr (Corneille), 156 
NicSHuibhlaigh, Maire, 364 
Nifty Miller ( The Barker), 530 
Night Oier Taos (Anderson), 
5)6 

Nikita (The Power of Darkness), 
394 

Nikulina, Nidezhdi A , 439 
Nimrod Wildfire (Lion of the 
West), 460 

Nina Leeds ( Strange Interlude), 
52! 

Noah (Obey), 380 

Noah and the Flood (Anon), 

36 

Noble Heart, The (Lewes), 312 
Nodier, Charles, 205 
Nob drama, 362 
Nokes, James, 10), 110-111 
Nora (A Doll s House), 414, 512 
Northbrooke, John, 92 
Norval, 465 
Novelli, Ermete, 394 
Obnovlcnsky (The Ruble), 428 
O Casey, Sean, 296 
Octoroon, The (Bouctciult) , 
468, 473 

Odion, Paris, 150, 151, 152, 

186, 207, 216, 217 
Odets, Clifford, 387, 464 
Odysseus, 3) 

Oedipus, 4, 5, 100, 368, 406 
Oedipus Rex (Sophocles), 27) 

Of Human Bondage (film), 37) 
Off-Broadway ' movement, 465 
Okhlopkov, Nikolai, 420, 451 
O Lan (The Good Earth), 512 
Old Maid, The (Akins), 525 
Old Master (Knox), 540 
Old Vic Theatre, 296, 379, 382, 
385, 540 

Oldfield, Anne 34, 103, 111 
1)8, 497 
Olivia, 334 

Olivier, Laurence 289, 290 296 
297, 379, 380, 389 540 n 
Ohio 48 

Olympic Theatre, London, 351 



Oh the Slum, 525 
O Neill, Eliza, 184, 293, 343 
O Neill, Eugene, 436, 463, 312, 
523, 530, 533, 546 
O’Neill, Maire. 364 
Open City (film), 395 
Optra, Paris, 169 
Ophelia, 107, 114, 2 77, 310, 
329, 334, 336, 337, 380, 383 
Or«/< (Alfieri), 405 
Oreste (Rucelhi), 41 
Oresteia (Aeschylus), 273, 274 
Oresres, 15, 179, 188 
Oriental theatre, 283, 289, 362, 
419, 441 

Orlando (At You Like It), 385 
Orleneff, Paul, 497 
Oroonoko, 116 
O Rourke, J A , 364 
Orphan, The (Otway), 101 
Orpbeut (John HiU), 122 
Osins Passion Play, 3 
Ostrovsky, Alexander, 415, 416, 
424 

Oswald (Ghosts), 394 
Oswyn ( The Mourning BnJe ) , 
307 

Othello, 77, 90, 104, 107, 113, 
212, 277, 300, 301, 304, 316. 
327, 332, 337, 338, 342, 343, 
354, 393, 394, 403, 405, 406, 
416, 429, 460, 462, 472, 481, 
482, 488, 489, 496, 501, 503, 
504, 530 532, 545 
Othello (Shakespeare), 210, 213, 
299, 327, 331, 459, 460, 481, 
496, 540 

Otway, Thomas, 93, 112 
Our American Cousin (Taylor), 
294, 334, 337, 473, 492 
Ours (Robertson), 324 
Ouspenskaya, Maria, 419, 538 
Outward Bound (Vane), 373, 
517 

Outward Bound (film), 373 
Overbury, Sir Thomas, 88 
Pacuvius, 19, 22 
Paalleron, Edward, 195 
Painter's Portrait, The, or. 
Counter critique of the School 
for Wilts, 155, 156 
Pultun (film), 395 
Palais Roy at, Pans, 147, 154, 155, 
158 

PalJeoberg, Max, 240, 259, 274 
Palme oder dcr Gekraenkte 
(Korn/eJd), 278 
Pantalone, 43, 51, 59, 87, 509 
Panurgus, 21, 25, 26 
Paolo (Francesca da Rsmin i), 
406 

Paradise Lost (Odets), 536 
Pureifi oyen, Las (Alarcon), 66 
Pans, 21 


Parisian Romance, A (Cazauran, 
Feuillet), 489 

Pansienne, La (Becque), 385 
Park Theatre, New York, 460 
466, 492 
Parmenon, 5, 13 
Parnassus Plays (Anon ), 84 
Parsons, Mrs Clement, 141 
Part age de Midi (Claudel), 230 
Pasos, 64 

Passion plays, 35, 36 
Pasta, Mme , 311 
Pasteur (Guitry), 214 
Pasteur (film), 527, 530, 543 
Paulsen, Carl Andreas, 234 
Pavlov, Ivan, 441, 45 5 
Payne, John Howard, 461 
Peabody Playhouse, Boston, 540 
Peele, George, 75 
Peer Gynt (Ibsen), 489 
Peg O’ My Heart (Manners), 
373, 517 

Peklevanov (The Armored 
Tram), 446 
Pelagia, 20 

Pellico, Silvio, 406, 412 
Pelho. 20 

Penafiel, Damian Anas dc, 66 
Pepys, Samuel, 94, 97 
Perrucci, Andrea, 5 5 
Peter Ibbetson, 516 
Peter lbbetson (Raphael), 514 
Peter Weston, 525 
Peters, Paul, 464 
Petit Bourbon, Pans, 43, 147, 
154 

Petrohm, Ettore. 394 
Petrified Forest, The (Sherwood), 
373 

Petrified Forrest, The (film), 
373 

Phedre, 213 

Phedre (Racine), 207, 232, 405 
Phelps, Samuel, 294, 323, 327, 
345, 350 

Phillips Augustine, 87 
Philogema (Pisam), 41 
Phoenix, The, 295 
Phoemx Theatre, London, 385 
Pierre (Venice Presenrd), 130 
Pierrot, 44, 150, 502 
Pinero, Arthur Wing, 295, 324, 
338, 348, 414, 506 
Pioneers, The, 295 
Pirandello, Luigi, 152, 394, 395 
Pisam, Ugolmo, 41 
Piscacor, Erwin, 240, 281, 285 
Pucatorbuebne, Berlin, 240, 285 
Pisemsky, Alexander F , 428 n 
Pisisiratus, 3 

Pitoeff, Georges, 152, 225, 230 
Pizarro (Sheridan), 140 
Plague, The (Camus) see State 
of Siege 

Planchf, James Robinson, 308 
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Plato, 6, 11, 22, 27, 48, 309, 
356 n 479 

Plautus, 19, 20, 41, 42, 5 5, 366, 
437 

Plavilshchikov, Peter, 415 
Play (Robertson), 324 
Play Actors Society, 295 
Playboy of the Western World, 
The (Synge) 364 
Players of the Prince of Orange, 
146 

Pleiade, 146 
Plessis, Mme , 423 
Pliny, 307 n 

Plutarch, 5, 6, 12, 20, 21 
Poder en el discreto, El (Vega), 
66 

Poel, William, 295 
Pogodin, Nikolai, 444 
Pollock, Frederick, 314 
Pollux, Julius, 5, 6, 15, 89, 97 
Poloruus (Hamlet), 81, 277, 383 
Polus, 4, 5, 14 

Polyeuete (Corneille), 159, 204, 
209 

Polyhymnia, 31 
Pompey, 19 

Pompignan, Jean Jacques de, 176 
Poor of New York, The (Bouci- 
cauft), 468 

Pope, Alexander, 103, 120 
Pope, Thomas, 87 
Popeye the Sailor, 379 
Porte Saint-Martin, 150, 195 
Porter, Mary, 115 
Portia (Merchant of Venice), 95, 
140, 334, 485, 517 
Potemkin (film), 450 
Powell, George, 125 
Powell, Mrs , 309 
Powell, William, 136 
Pou er of Darkness, The (Tol- 
stoy), 217, 394 
Preciruits ridicules. Let (Mol- 
lere), 155, 221 
Preville, 149, 187, 189 
Prince Karl (Gunter), 489 
Prince of Parfhia, The (God- 
frey), 459 

Prince of Wales Theatre, Lon 
don, 294, 323, 324, 337 
Princess Theatre, London, 294 
327, 334, 468, 480 
Prisoner of Zenda The (Hope), 
492 

Pritchard, Mrs Hannah, 95, 138, 
343, 498 

Private Lift of the Master Race, 
The (Brecht), 280 
Proculus (Brutus), 177 
Progne (Corrado), 41 
Prolctcult Theatre, Moscow, 450 
Prompter, The, 95, 116-117 
Protagonist, 4 
Proust, Marcel, 232 



Provincetown Playhouse, 46} 
Prynne, William, 89, 92 
Pudos km, Vsevolod, 421, 454- 
4}J 

Puff (The Cntic ), 47J, 476 
pulctuella, 43 
Purcell, Henry, 3$ 3 
Pushkin, Alexander, 413, 423 n , 
429 n 

Pygmalion (Shaw), 349 
Pygmalion (film), 373 
Pygmalion and Galatea (Gil- 
bert), 339 
Pyladcs, 21 

Que Vita Mexico (film), 410 
Queen Constance (King John), 
141, 111 

Queen Elizabeth (Giacometti), 
396 

Queen Gertrude ( Hamlet ), 138, 
380, 383 

Queen Katherine (King fftnry 
V///), 140 
Queen's Men, 86 
Queen’s Theatre, Dublin, 364 
Queen’s Theatre, London, 383 
Quern Quaentis (Anon ) , 34, 

38 

Quin, James, 94, 120, 131, 293, 
298, 303, 481, 483 
Quinault-Dufresne, Abraham 
Alexis, 148, 138, 343 
Quinn, Arthur Hobson, 483 
Quintilian, Marcus Fabius, 20, 
21, 26, 89, 96, 97, 343 
Rachel, 130, 186, 191, 211, 311, 
312, 322, 337, 393, 393, 403, 
424, 482 

Racine, Jean, 147, 130, 138, 163, 
173, 174, 176, 186, 188, 203, 
207, 209, 220, 232 
Raimu, 132, 343 
Ram (Colton, Randolph), 463 
Ram (film), 331 
Rainer, Luise, 283 
Raisin, 138 

Rakitin (A Month in the Coun- 
try), 424 

Ralph Router Doister (Udall), 
73 

Ramirez, Miguel, 69 
Randford, Maud, 364 
Rankin, McKee, 348 
Rapoport, 1 , 418, 444 
Raskolrukoff (Crime and Pun- 
ishment), 497 

Raspuiln (Piscator production), 
289 

Rats, The (Hauptmann), 268 
Rats of Norway, The (Van 
Druten), 333 
Raucourt, Mile., 178 
Reade, Charles, 334, 333 
Realism, 233, 238, 294, 303, 
362, 370 371, 392, 416, 422, 


468, 479, 483, 486, 487 488 
Realistic Theatre Moscow, 420 
Redemption (Tolstoy), 314 
Redgrave, Michael, 297, 383 
Regent's Company, 43, 39 
R^gnard, Jean Franjois, 37 
Rfgnier, Francois Joseph, 130, 
193, 202 

Regular is Concordia, 37-39 
Rehan, Ada, 462, 3 09 
Rehearsal , The (Duke of Buck- 
ingham), 112 
Reicher, Emanuel, 238, 268 
Reid, Hal, 530 

Reinhardt, Max, 238, 239, 273- 
274, 286, 353 

Rljane, Gabriel!*, 131, 220, J07 
Relapse, The (Vanbrugh), 103 
Rennert, Hugo Albert, 66 
Representation of Adam, The 
(Anon ), 39 

Resurrection of Lazarus, The 
(Anon )• 71 

Revolutionary Theatre, Moscow, 
421 

Reynolds, Joshua 140, 307,481 
Rhapsodes, 6-8, 9 
Rhodes, John, 97 
Ricci, Teodora, 392 
Riccobom, Antonio 43, 59 
Riccobom, Antonio Francesco, 
59, 161. 241 

Riccobom, Elena, 59, 139 
Riccobom, Luigi, 43, 59, 159 
392 

Rice, Elmer, 463, 527 
Rich, Christopher, 94 
Richardson, Ralph, 296, 297 
Richelieu, 146 

Richelieu (Bulwcr-Lytton) , 305 
Riders of the Sea (Synge), 364 
Riggs, Lynn, 536 
Rin Tin Tin, 379 
Rios, Nicolai de los, 65, 69 
Rip Van Winkle, 338, 460, 461, 
473, 488, 503, 316 
Rip Van 'S' inkle (Boucicault), 
46S, 479. 493 

Riston, Adelaide, 203, 339, 391, 
393, 393 396, 402, 40$, 410, 
411, 480 

Rittner, Rudolf, 238, 268 
Rivals, The (Sheridan), 337, 461, 
473 

Robbers, The (Schiller), 237, 
285 

Robert Macaire (L’Auberge det 
Adrets), 150, 200, 201, 204, 
348 

Robertson, Agnes, 461, 468 
Robertson, Thomas William, 
293, 294, 324, 337, 470 
Robeson Paul, 463, 464, $45 
Robins, Elizabeth, 293 
Robinson, Edward G , 463 
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Robinson, Lennox, 364 
Robson, Flora, 296, 385 
Rodgers, Richard, 288 
Ron, Les (Lemaitre), 207 
Rojas, Agus tin de, 65, 69, 71 n. 
Rolla (Pizarro), 307 
Rolland, Romam, 447 
Romains, Jules, 152, 223 
Romanticism, 149, 150, 205-206, 
237, 297-298, 413 
Romeo, 94, 176, 196, 197, 277, 
304, 316, 3 55, 371, 381, 382, 
403, 424, 429, 472, 490, 49) 
Romeo and Juliet (Shakespeare), 
379, 480, 540 

Romeo and Juliet (film), 515 
Rosalind (As You Like It), 240, 
316 

Rosay, Fran^oise, 132 
Roscius (Quintus Roscius Gal 
lus) , 19, 20, 21, 23, 24, 2$, 
29, 42, 77, 83, 91, 100, 102, 
130, 167, 188, 301, 328, 391, 
481 

Rossellini, Roberto, 393 
Rossi, Cesarc, 393, 394, 411 
Rossi, Ernesto, 393, 402-40), 424 
Rostand, Edmond, 151, 195, 207, 
214 

Rout, The (John Hill), 122 
Roitr, The (Behn), 109 
Rovetta, Gerotamo, 394 
Rowe, Nicholas, 459 
Royal Court Theatre, Berlin, 
236, 237, 258 
Royal Dnorce, A, 524 
Royal Sardinian Company, 395, 
396, 402 

Royal Theatre, Copenhagen, 353 
Ruble, The (Fedotov), 428 
Ruccllai, Giovanni, 41 
Rudcndorff, Erroiwa, 489 
Rudolf {The Prisoner of 
Ztnda), 492 

Rueda, Lope de, 64, 66, 67, 68 

Rucda, Manana de, 66 

Ruggieri, Ruggiero, 394 

Russell, George (A. E.), 364 

Rutland House, 92 

Ruy Bias, 200, 201 

Ruy Bias (Hugo), 200, 490 491 

Ruzzante 42 

Ryabov, P Y , 429 

Sacchi, 392 

Sac re rappresentazioni, 36 
Sachs, Hans, 36, 2)4 
Sadler s Wells, London, 327 
Sadovsky, 424 
Saint Denis, Michael, 385 
Saint Germain, Frans®** Victor 
de, 220 

St James Theatre, London, 3)7, 
338 

Saint Joan (Shaw), 285, 535 
Sainte-Albine, Pierre Rfmond de, 



96, 122*123, 132, 161, 174, 
241 

Salathiel Favy, 83 
Salem Sen defer (The Octoroon) , 
473 

Salome (Wilde), 394 
S-lome (film), 312 
Sail ttton Nr 11 (Sheldon), 306 
Salvim, Alexander, 338 
Salvuii, Tommaso, 220, a)8, 542, 
343, 357, 391, 392, 405-406, 
411, 428, 430, 433, 462, 480 
488, 489, 501, 504 
Salzburg Municipal Theatre, 273 
Simann, I. V., 428, 439 n. 
Samian, Joseph Isidore, 150, 186, 
195, 199 

Sand ford, Samuel, 1C), 109, Ilf 
Sant 'Angelo Theatre, 392 
Sarcey, Fran clique, 207, 264 
Sardou, Victonen, 151, 324, 412, 
414, 470 

Sarojan, William, 464 
Saun (The Lower Depths), 424 
Satin Slipper, The (Claudel), 
230 

Sahromashx (Dckker), 82 
Satonville ( George j Dan Jin), 

42 5 a., 426 
Saturae, 19 
Satyr-play, 3 
Satyrus, J 
Sauer, Oscar, 238 
Sj*/ (Alfien), 392, 405, 406 
Saundenon, Mary, see Mr*, 
Thomas Betterton 
Sarina, Mane, 424, 433 
Saroy Theatre, London, 295 
Saxe-Meanmgen, George II, 

Duke of, 251, 216, 2 37, 238, 
263-264, 271, 327, 416 
Scala, Flamuuo, 42, 43, 52 
Serptno, 43 

Scaramoucbe, 43, 154, 301 
Scarf ace (film), 527 
Scarlet Pimpernel, The (film), 
373 

Scenery, 41, 42, 68, 69, 72, 220, 
288. 289, 290, 363, 490-491 
SebtU unJ Rauch, 273 
Schildkraut, Joseph, 239 
Schddkraut, Rudolf, 239 
Schiller, Fnednch, 236, 237, 
239, 248, 249 n., 270, 271, 
273, 285, 393, 393 
Schlegtl, August Wilhelm, 235, 
237 

Schlumbergtr, Jean, 222 
Schoencmaan, Johann Fnednch, 
234, 233 

School (Robertson), 324 
School for Scandal, The (Gold- 
imith), 337, 353, 380, 383 
Svhool of elocution, see Con- 
urnioirt 


Schopenhauer, Arthur, 289 
Schreyrogcl, Joseph, 237 
Schrocder, Fnednch Ludwig, 
235, 236, 238, 2S6-2S7, 258, 
269, 271, 272 
Schrocder, Sophie, 235, 256 
Schmitz, Mturtce, S26 
Scop, 34 

Scott, Clement, 327 
Scnbe, Eugene, 149, 150 
Sea Beast, The (film), 513 
Sea Gull, The (Chekhov), 417, 
419, 436 

Secret Seruce (Gillette), 485 
Seide {Mahomet), 1 77 
Seige of Rhodes, The (Dave- 
nar.t), 92 

Se/errate Qaasoa), 7S 
Seneca, 19, 20, 41, 75 
Sentimental drama (See also 
ComeJte larmoyante), 103 
Sergius Saranojf (Armi and the 
Man), 380 
Seten Sisters, 317 
Sexenth Man , The (Redgrave), 
383 

Seydelraann, Karl, 237 
Shakespeare, William, 36, 41, 43, 
65, 75, 74, 77, 78-79, 85, 86, 
93, 94, 96, 104, 103, 107, 112, 
119, 120, 121, 122, 131, 133, 
134, J33, 136, 140, 149, 165, 
177, 178, 206, 208, 21t, 213, 
222, 228, 230, 235, 2)6, 2)9, 
243, 247, 236, 257, 258, 262, 
274, 277, 278, 290, 292, 294, 

295, 296, 297, 299. 308, 314, 
318, 326, 329, 330, 331, 3)2, 
3)4, 3)3, 342, 346, 347, 348, 
350, 35J, 352, 367, 371, 381, 
38), 386, 393, 394, 396, 397, 

) 99, 402, 410, 41), 413, 4)7, 
438, 419, 462, 469, 479, 480, 
481, 48), 485, 490, 492, 493, 
494, 495, 501, 508, 309, 511, 
314, 517, 5)3, 5)3, 342, 541 

Shakespeare Memonil Theatre, 

296, 313 

Shanghai Gesture, The (film), 
5) 1 

Shaugbraun, The (Boucieault), 
461, 471 

Shaw, George Bernard, 152, 207, 
222, 2)9, 215, 295, 296, 327, 
3)4, 346-347. 348, 367, 394, 
412, 462, 46), 489, 506, 540, 
541. 342, 54) 

Shaw, Irwin, 464 
ShchepkiR, Michael, 416. 421- 
422, 439 a. 

Si* Stoops to Conquer (Gold- 
smith), 472 
Shearer, Norma, 515 
She don, Edward, 506. 314, 1)0 
Shelly, Percy Bysshe, 297. 362 
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Sheridan, Richard Bnnsley, 9), 
94, 475 

Sherlock Holmes (Gillette), 485, 
521 

Sherwood, Robert, 53), 5)4, 5)5 
Shields, Arthur, 364 
Shdovsky, K. S., 426 
Shining Hour, The (Van Dni- 
ten), 5)3 

Shoesbine (film), 395 
Shoulder Arms (film), 521 
Shubert Brother*, 462 
Shumsky, S. V , 422, 429 
Shj lock, 95, 120, 2)7, 277, 297, 
300, 302, 312, 3)5, 348, 40), 

481, 483-484, 509 
Siddons, Henry, 296 
Siddons, Silly, 1 41 

Siddons, Sarah, 66, 9), 95-96, 
1)9-141, 293, 297, 304, 307 
308, 309, 310, )ii, )25, 34), 
395, 3 97, 398, 460, 479, 481, 

482, 511 

Siddons, William, 140 
Sign of the Cross, The (Barrett), 
530 

Silxer Whistle, The (McEnroe), 
546 

Simon, Michel, 152 
Simonson, Lee, 463 
Sinclair, Arthur, 364 
Singer, John, 87 
Sir Foplang Flutter {The Man 
of Mode), 10) 

Sir Giles Overreach (/I Weis' Way 
to Pay Old Debts), 2 99, 302, 
480, 484 

Sir Harcourt Courtley {London 
Assurance), 471 
Sir Martin Marr-all, 110 
Sir Oliver Surface {The School 
for Scandal), 35) 

Sir Peter Teazle {The School for 
Scandal), 35) 

Skuiner, Cornelia Otu, 509 
Skinner, Otis, 462, 509 
Sklar, George, 464 
Slavtn, Lev, 444 
Slight Case of Murder, A (Lind- 
say, Runyon), 545, 54* 

Sly, William, 17 

Smerdukov (Lei Freret Karama- 
zov), 222 
Smith, Art, 464 
Smith, Winifred, 42, 44 
SocUtaires , 147, 149, 177, 17* 
195, 230 

Society (Robertson), 324 
Sock and buskin, 20, 412 
SocTate*. 6, 7, I, 27 
Sofomsba (Tmamo), 41 
Sokoloff, Vladimir, 2)9 
Solano, Aguitin, 49, 70, 71, 72 
Sollogub, Fyodor, 426 
Solon. 3 



Somi, Leone di, 44 
Sonnenthal, Adolph, 237 
Sophocles, 3, 4, I, J5, 16, 297, 
410, 548 
Sores, 21 

Sorge, Reinhard, 239 
Sorma, Agnes, 239 
Sothero, Edward Askew, 294, 
323, 337, 348 n., 473, 492 
Sothern, Edward Hugh, 462, 
463, 492-493 
Southerne, Thomas, 140 
Softies, 36, 133 

Sparkish (The Country Wife), 
109 

Spellbound (film), 145 
Spiegel berg, Christian, 234 
Springtime for Henry (Levy), 
385 

Squire, The (Pinero), 338 
Stage fright, 229, 331 
Staging, 38, 39, 255-256, 264- 
267 

Standing, Guy, 1 19 
Stanislavsky, Konstantin S , 
227, 230, 238, 264, 274, 286, 
288, 385, 386, 387, 388, 389, 
390, 403, 406, 415, 416, 417, 
418, 420, 421,424 425,426 n , 
427 n, 432, 435, 436, 438, 
439, 440, 441, 443, 444, 445, 
446, 457, 458, 464, 465, 536, 
538 

Starr, Frances, 462, 499 
Slurs Look Down, The (film), 
385 

State of Siege, The (Barrault 
production), 230 
Statihus, 25 
Steele, Sir Richard, 97 
Stendhal, Henri, 221 
Stevens, Ashton, J13 
Stevenson, Robert Louis, 494 
Stewart, James, 545 
Stickney, Dorothy, 548, 550 
Sticotti, Antonio Fabio, 123, 161 
Stoddarr, James Henry, 489 
Stone, Paula, 527 
Stone Guest (Pushkin), 429 n. 
Storm oicr Asia (film), 455 
Strange Interlude (O Neill), 

525 

Stranger, The (Kotzebue), 140, 
141, 460 

Strasberg, Lee, 191, 425, 464 
Straro, J3 
Stratocles, 21 
Straub, Agnes, 240 
Strauss, Richard, 274 
Strike, The (film), 450 
Strindberg, August, 238, 239, 
272 

Stubbcs, Philip, 92 
Sturm uni Drang, 23 6 
Sturz, Helfench Peter, 136 


Success Story (Lawson), 536 
Sudermann, Hermann, 207, 393, 
412 

Sulerzhitsky, L,, 443 
Sulhraa, harry, 532, 346 
Surrealism, 152 
Sutorov (film), 455, 543 
Sterdlin, 451 

Swan Theatre, London, 76 
Symbolism, 296, 362 
Symons, Arthur, 492 
Synge, John Millington, 152, 
296, 362, 364 

Tairov, Alexander, 239, 419 
Talma, Frangois Joseph, 149, 150, 
152, 159. 176, 177 179, 187, 
190, 204, 205,211,245 n , 271, 
272, 306, 307, 320, 322, 328 
331, 388, 393, 402, 405, 470 
Taming of the Shrew, The 
(Shakespeare), 78 79 80 
Tamirotf, Akim, 386, 4f9 
Tarasova, Alla, 419 
Tarkanota, Nikolai, 419 
Tarleton, Richard, 76, 87 
Tartagha, 392 

Tartutfe, 147, 196, 197, 200, 
318 

Tartuffe (Molicre), 15 5, 209 
Taylor, Baron, 205 
Taylor, Joseph, 78, 97 
Taylor, Laurette, 465, 517 
Taylor, Tom, 334, 335 
Tcatro Valle, Rome, 405 
Tempest, The (Shakespeare), 
490 

Temple, Shirley, 378 
Ten Days that Shook the World 
(film), 450 

Terence, 19, 20, 41, 57 
Terriss, William, 295 
Terry, Ellen, 295, 324, 327, 334, 
343, 347, 353, 379, 488, 507, 
508, 518, 540, 542, 543 
Terry, Kate, 379 
Terry, Marion, 381 
Thackeray, Wjlliam Makepeace, 
344 

Thalia, 481 

Thalia Theatre, New York, 396 
T heater -am Schiffbauerdamm, 
Berlin, 240 

Theater its Jem Rcdoulensaal, 
Vienna, 274 

Theatre, The, London, 64, 76 
Theatre Antoine, Paris, 216 
Theatre Atbinie, Pans, 132,225 
Theatre d’Art, Paris, 15 1 
Thiatre ie la Renaissance, Paris, 
151, 214 

Theatre ie la Republtqut 
(Pans), 178 

Theatre ie t'Oanrr (Pans), 

151, 295 

Thiatre des Arts, Pans, 222 
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Thiatre det Funambules, Paris, 
150 

Thiatre du Marais, Pans, 146, 
147, 155, 158 

Thiatre du Vteux Colombicr, 
Pans, 152, 222-224, 225, 464 
Theatre Franpais, Pans, 147, 148, 
149, 150, 151, 152, 154, 169, 
170, 173, 177, 178, 186, 195, 
207, 216, 218, 221, 230, 234, 
394, 511 

Theatre Guild 463, 464, 512n 
Thcatre-in-tbe-Round, 288, 420 
Thiatre Italien (Paris), 43, 57, 
59, 169 

Theatre Libre, Paris, 151, 216, 
217-222, 223, 238, 295 
Theatre Mangny, Pans, 152, 

230 

Theatre Royal, Bristol, 334 
Theatre Royal, Sydney, 524 
Theatre Union, 280, 464 
Theobald, Lewis, 133 
Theodora, 20 
Theodora (Sardou),412 
Theodorus, 4, 5 
Therese (Payne), 461 
Thirese Racqum (Zola), 4H, 

496 

Thespis, 3, 4. 150, 481 
Thcttalus, 4 

They Knew What They 
Wanted (Howard), 527 
Thief, The (Bernstein), 497 
Thimig, Hans, 239 
Thiraig, Helen, 239 
Thimig, Hermann, 239 
Thinug, Hugo, 237, 239 
Thorndike, 5)bJ, 296 
Thouvemn (Denise), 200 
Thrasymachus, 12 
Three Black Cloaks, 489 
Three Penny Opera, see 
Drergroschtnoper 
Three Plays for a Negro Theatre 
(Torrence), 463 
Three Sisters, The (Chekhov), 
380, 365, 418, 419, 436, 540 
Thunder Rock (Ardrcy), 385 
Thu, tier Rock (film), 385 
Thyestes, 14, 32 
Tieck, Ludwig, 252n , 299 
Tithe’s Punctured Romance 
(film), 521 
Tlepolemus, 4 

To the Ladies (Kaufman, Con- 
nelly), 548 

Toller, Ernst, 239, 463 
Tolstoy, Alexei, 418, 424, 446, 
447 

Tolstoy, Leo, 151, 216, 238, 394, 
415, 424, 446, 447, 448, 449, 
450, 514, 535 
Tone, Franchot, 464 
Torrence, Ridgcly, 463 



Touchstone (As You Like It), 77 
Tour Je Nesle, La (Caligula), 
20$ 

Tom neb (Devi), Sherwood), 
39$ 

Towneley plays, 3$ 

Towse, John Ranken, 460 
Toy Theatre, Boston, 463 
Tracy, Spencer, $43 
Tramp, The (film), $23 
Treasure of the Sierra Mad re 
(film), $31 

Tree, Beerbohm, 292, 29$, 32$, 
334, 343, 347, 348 3$2, $14 
Tree, Ellen, 460, 467 
Treplev {The Sea Gull), 419 
Tmngle Club, Princeton, 54$ 

T nbuent, Die, 240 

Tnssino, Giovanni Giorgio, 41 

Tritagonist, 4 

Trotlus and Cresssda (Shake- 
speare), 79 

Trofimov ( The Cherry Or- 
chard), 380. 381 
Trommeln in dtr Nacht 
(Brecht), 280 
Tropes, 38 

Troupe Je Monsieur, 1 $4 
True Lr%bt Among the ShaJous 
(Perrucci), $$ 

Truffaldino, 392 

Tsar Fyodor (Tolitoy, Alexei), 

418, 446 

Turandot (Gozzi), 392, 420, 444 
Turgenev, Ivan. 41$ 

Turlupin, 146, 153 
Tuelftb Night (Shakespeare), 
38$, 493 

Tv. enueth Century Fox Corpora- 
tion, 378 

Tyler, Roy all, 459 
T)ndarus, 11 
Type casting, 46, 219, 228 
Uber marionette, 360-362 
Ulric, Lenore, 499, $01 
Uncle Harry (Job), 38$ 

Unchr Tom’s Cabin, (Aiken), 
294 

Uncle Vanya, (Chckov), 424 
Underhill, Cave, 103 
Union Square Theatre, New 
York, 489 

Unruh, Fritz von, 239 
Unzelmann, Frau, 270 
D Urfey, Thomas, 112 
Uriel Acosta (Gutzhow), 424 
Ustromskaya, Maria, 426 
Vaea, Juscpa, 6$ 

Vakhtangov, Eugene, 274, 392, 

419, 420, 443-444, 464 
Vakhtangov Theatre, 421, 444 
Valentine {Los e for Lose), 380 
V alets Je M ejiere, see Comic 

servant* 


Vampires, Les (Taylor, Nother), 
20$ 

Van Druten, John, $33 
Van Gyseghrro, Andre, 420, 44] 
Vanbrugh, Sir John, 94, 103 
Vanhove, 2$4n- 
Vedrenne, J E., 347, 3 67 
Vera, Lope de, 41, 6$. 66 
Veidt, Conrad, 239 
Velazquez tl-r.a Osorio, 6$ 
Velazquez, Jeronimo, 6$ 

Velten, Johannes, 234, 

Venire Presetted (Ctway), 130, 
141 

Verbruggeu, Jack, 94, 11$ 116 
Verbruggen, Mrs. John, see Mrs 
Mountfort 

Verfuehrung, Die (Kornfeld), 
278 

Verlaine, Paul, 1J1 
Verrato, 48 

Vershinin {The Three Sisters ), 
380, 418, 424 

Vestru, Ehza Lucy, 294, 323, 
324, 468, 469 
Vezsn, Hermann, 343 
Vikings, The (Ibsen), 3 $3 
Vildrac, Charles, 223 
Villiers, de, 157 
Virgimus, 331 

Virgin ms (Knowles), 30$, 460 
Vishnevsky, Alexander, 419 
Vitahs, 37 
Vitruvius, 42 
Viviam, Raffaele, 394 
Volku, Mme , 423 
Volpone (Jonson), $46 
Voltaire, 148, 149, 160, 16$, 169. 
170, 173, 174, 17$, 177, 186, 
190, 201, 23$, 319 
Volumma (Conohnus), 140 
Voysey Inheritance, The (Gran- 
ville Barker), J67 
Wade, Allan. $33 
Wagner, Richard. 151. 238, 352 
Wahlc, Julius, 271 
Waiting for Lefty (Odets), 464 
Walker, George, 463 
^alk-ons, 100, 266-267 
Wallack, James William, 460, 
461 

Wallack, Lester, 468 
Wallenstein (Schiller), 237 261, 
272 

Walpole, Horace. 498 
Wang Lung {The Good Earth), 
$27 528 

War and Peace (Pucator produc- 
tion), 28$ 

War beck {The Witch of Edmon- 
ton), 385 
Ward, Sarah, 140 
Warfield, David. 462, 499, $05, 
$ 1 $ 

Warner, Mary, 477 
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Warien, William, 460 
Wasfiington Square Players, 463 
Waters, Ethel, 464 
We Americans (Gropper,Siegel) 
$27 

Weavers, The (Hauptmann), 
208, 273 

Webster, Benjamin, 294, 343 
Webster, John, 88 
Webster, Margaret, 46$ 
Wedekind, Frank, 239 
Wegener, Paul, 239 
WciU, Kurt, 288 

Weimar Theatre, 236, 240, 247, 
231n , 262, 269, 270, 271, 272 
Weissc, Christian Felix, 23$ 
Welles, Orson, 46$ 

Wer/el, Franz, 239, 274 
Werner (Byron), 477 
West End Theatre, London, 379 
Western, Lucille, $06 
Western, Last The (D’Urfey), 
112 

Westlcy, Helen, 463 
Whippcr, Leigh, 464 
Whistler, James, 336 
Uhnc Devil, The (Webster), 88 
Whitlock, Elizabeth, 460 
Whitman, Walt, 36$, 466, 467, 
479 

Whuty, Dame May, 38$ 
Widoucr’t Houses (Shaw), 29$, 
347 

Wigan, Alfred, 327, 334 
Wigneil, Thomas, 460 
Wild Rose, The (Nemirovich- 
Danchenko), 43$ 

\iilde, Oscar, 379, 394, $06, 
$48 

Wilkes, Thomas, 96 
Wilks, Robert, 94, 9$, 100, 103, 
113 

Wille, Bruno, 239, 2 69 
William Tell (Knowles), 30$ 
Williams, Bert, 463 
Williams, Tennessee, $17 
Wills, W. G , 327, 334 
Wilmore {The Roier), 116 
Wilson, Robert, 87 
Wincheil, Walter 378 
Windusc, Brctaigne, $49 
Wingless Victory, The (Ander- 
son), 38$ 

Winter, William, 461, $02 
Winter Garden Theatre, New 
York, 468, 473, 480 
Winters Tale, The (Shake- 
speare), 334 

Witch of Edmonton, The (Ford, 
Dekker, Rowley), 38$ 
Woffington, Margaret, 9$, 131, 
138, 343, 496, 497 
Wolff, Pius Alexander, 237, 270 
Wolff Theodor. .38 



Wolsey {Kins Richard VIU ), 
351 

Wolter, Charlotte, 237, 270 
'Woman Killed with Kmdnest, A 
(Hey wood), 86 
Woodrow Wilson (film), 540 
Wordsworth, William, 297, 326 
Work (film), 524 
World We Lite In, The (Cipck), 
536 

Worms, Hippolyte, 204, 218 
Wycherly, William, 93, 10? 
Yankee Doodle (film), 54 J 
Yeats, William Butler, 296, 2 97, 
)53, 362, 364, 54) 

Yegor Bulychev (Gorky), 444 


Yepikhodov (Tit Cherry Or- 
chard), 418 

Yermolova, Maria, 416, 424, 
4)0, 43) 

Yiddish Art Theatre, New York, 
527 

Yonck (Howell), 462 
York plays, 35, 3? 

Young, Charles Mayne, 293, J14 
Young Germany Movement, 2)7 
Young, Stark, )?), 394, 46) 
Youngest Germany Movement, 
238 

Your Uncle Dudley (Lindsay, 
Robinson), 548 
Yuzhin, A, 1 , 426 


Zabalcta, Juan de, 72, 7) 
Zacconi, Ermete, 394 
Zaire, 164, 190 
Zakhava, B E., 444 
Zanni, 4), 49, 87 
Zanom, 392 
Zanuck, Darryl, 378 
Zara ( The Mourning Bride), 
115, 140 

Zhdanova, Maria, 419 
Zola, Emile, 151, 206, 215, 216 
238, 273, 295, 496 
Zola, (film), 527, 530, 54) 
Zoppino, 48 
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Wolsey {Kins Richard V///), 
3*1 

Welter, Charlotte, 237, 270 
Woman Killed with Kindness, A 
(Heywood), 46 
Woodrow Wilson (film), 540 
Wordsworth, William, 257, 326 
Work (film), 324 
World We Live In, The (Capek), 
336 

Worms, Hippolyte, 204, 218 
Wjcherly, William, 93, 10? 
Yankee boodle (film), 343 
Yeats, William Butler, 296, 297, 
333, 362, 364, 343 
Yegor Bulychev (Gorky), 444 


Yepikhodov {TLs Cherry Or- 
chard), 418 

Yermolova, Maria, 416, 424, 
430, 433 

Yiddish Art Theatre, New York, 
327 

Yonck (Howell), 462 
York plays, 35, 33 
Young, Charles Mayne, 293, 314 
Young Germany Movement, 237 
Young, Stark, 393, 394, 463 
Youngest Germany Movement, 

234 

Your Uncle Dudley (Lindsay, 
Robinson), 348 
Yuzhin, A L, 426 


Zabaleta, Juan de, 72, 73 
Zacconi, Ermcte, 394 
Zaire, 164, 190 
Zakhava, B. E., 444 
Z anm, 43, 49, 87 
Zanow, 392 
Zanuck, Darryl, J7g 
Zara {The Mourning Bride), 
113, 140 

Zhdanova, Maria, 419 
Zola, Emile, 151, 206, 213, 216, 
238, 273, 293, 496 
Zola, (falm), 52 7, 330, 343 
Zoppino, 48 
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